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FOREWORD 


The  Awards  in  the  Visual  Arts  was  founded  just  as  the  last  decade  began. 
Throughout  the  eighties,  AVA  has  attempted  to  identify  and  recognize  the 
significant  contributions  of  American  artists  living  and  working  all  across 
the  country.  This  would  not  have  been  possible  without  the  support  and 
counsel  of  the  program's  funding  consortium  of  The  Rockefeller  Foundation, 
BMW  of  North  America,  Inc.  and  grants  from  the  National  Endowment 
for  the  Arts. 

By  their  participation  in  the  annual  nomination  of  artists,  the  national 
visual  arts  community  has  afforded  the  AVA  program  increased  integrity 
and  validity  each  year.  Museums  and  art  centers  from  coast  to  coast  have 
responded  to  AVA's  invitation  to  share  in  the  national  tour  of  each  year's 
AVA  artists  exhibition. 

The  Awards  in  the  Visual  Arts  welcomes  the  new  decade  of  the  nineties, 
knowing  full  well  that  many  challenges,  current  and  yet  unseen,  will  test  the 
talent  and  resolve  of  our  country's  artists  and  the  importance  of  their  con- 
tributions as  citizens  of  our  free  and  open  society. 

Ted  Potter 
AVA  Director 


Given  the  climate  of  apprehension  and  confusion 
engendered  by  the  1989  censorship  of  "blasphe- 
mous" and  homoerotic  art,  aimed  in  part  directly 
at  SECCA,  this  year's  AVA  awards  take  on  a  certain 
historical  affect/aura/impact.  How  these  ten  artists 
reflect  the  Zeitgeist  is  of  particular  interest  as  we 
slide  into  the  '90s,  a  little  out  of  control.  Their  work 
is  experimental,  confident,  at  times  critical  and 
challenging,  offering  fresh  views  of  what  we  see  and 
do  not  see  around  us.  As  far  as  I  can  tell  from  out- 
side the  process,  the  national  selectors  and  the  jury 
ignored  reactionary  threats  and  chose  a  group  of 
artists  that  represents,  as  it  does  each  year,  a  span 
of  content,  mediums,  styles  which  —  for  all  its 
willingness  to  innovate  —  is,  if  anything,  relatively 
conservative,  as  is  turn-of-the-decade  North 
American  art  in  general. 

That  is  not  a  criticism  of  AVA,  nor  of  the  artists, 
simply  a  statement  of  fact  and  the  times  in  which 
we  live.  The  AVA  awards  accurately  reflect  art  as 
usual  in  the  U.S.A.,  and  in  doing  so,  raise  questions 
about  what  art's  business  is.  None  of  this  work  is 
overtly  "political,' '  as  perceived  by  the  far  right 
wing,  so  it's  safe  enough  despite  the  social  concern 
and  subtle  commentaries  offered  in  some  cases. 


Yet  it  exists  in  a  political  context,  and  to  forget  this 
fact  —  unpopular  as  this  may  be  —  is  to  ignore 
one  of  the  forces  that  makes  North  American  art 
what  it  is  today,  state  censorship  and  self-censorship 
among  artists  and  institutions  included.  Given  the 
repressive  "guidelines"  imposed  by  Congress  on 
the  National  Endowment  for  the  Arts,  and  recent 
revelations  about  Senator  Jesse  Helms'  continued 
interest  in  developing  some  sort  of  blacklist,  the 
circumstances  are  not  entirely  separable  from  the 
art  itself. 

In  the  best  of  scenarios,  a  courageous  art  com- 
munity can  gain  from  its  embrace  by  the  political 
world  even  when  the  artistic  content  has  nothing, 
apparently,  to  do  with  that  world.  The  false  assump- 
tion that  art  and  artists  are  somehow  above  or 
below  it  all,  responsible  only  for  codifying  or  pret- 
tifying physical  experience,  is  fortunately  endangered 
by  the  actions  of  Congress.  It's  an  ill  wind  that 
blows  no  good,  they  say,  and  last  year's  attacks  on 
SECCA,  the  Institute  of  Contemporary  Art  in 
Philadelphia,  and  Artists  Space  in  New  York,  as 
well  as  the  Corcoran' s  craven  surrender  to  official 
pressures,  have  brought  a  new  awareness  and  even 
a  certain  solidarity  around  issues  of  free  symbolic 


speech  —  which  includes  so-called  '  'desecration' ' 
of  the  flag  by  artists  and  non-artists.  The  Serrano/ 
MapplethorpeAVojnarowicz/who-knows-who's-next 
controversy  has  brought  the  art  community  together 
in  recognition  of  the  fact  that  politics  affects  artists 
whether  they  like  it  or  not;  and  that  if  they  don't 
like  it,  they  have  to  do  something  about  it. 

* 

Lorna  Simpson's  Five-Day  Forecast  probably 
reflects  the  esthetic/political  climate  as  well  as  any- 
thing in  this  exhibition.  Five  photographs  of  an 
African-American  woman's  headless  torso  and 
waist,  arms  folded,  are  supertitled  with  the  days 
of  the  work  week  and  mysteriously  subtitled 

misdescription/misinformation/ misidentify/ 
misdiagnose/misfunction/misremember/misgauge/ 
misconstrue/mistranslate."  These  words  do  not 
apply  only  to  the  way  the  world  perceives  women 
and  people  of  color.  They  describe  events  that 
happen  in  the  course  of  daily  life  to  everyone,  seen 
or  unseen,  understood  or  not  understood.  These 
words  connect  the  time  and  space  of  individuals 
to  the  time  and  space  of  their  environment.  They 
are  not  hopeful  words.  Maybe  that's  why  the  woman 
has  no  head;  better  she  remains  unidentified.  It 
isn't  always  healthy  to  speak  out. 

Simpson  began  as  a  documentary  photographer, 
and  her  photo-text  work  often  deals  with  the  themes 
of  testimony  and  witness  —  to  racism,  classism, 
rape,  abortion.  The  women  who  are  not  listened 
to  are  always  dressed  in  neutral  white  shifts  which 
could  be  summer  dresses,  hospital  or  night  gowns, 
or  the  garb  of  Southern  slaves.  If  they  are  not  head- 
less, as  in  Five-Day  Forecast,  their  faces  are  averted 
or  covered.  From  behind  one  or  another  kind  of 
veil,  meaningful  but  not  always  comprehensible 
gestures  are  made.  The  images  are  not  about  indi- 
vidual suffering.  They  are  not  autobiographical, 
as  so  much  feminist  work  has  been  over  the  last 
20  years;  the  narratives  are  concealed  beneath 
plays  on  words.  They  are  statements  of  social  fact, 
elegantly  presented  as  art. 

Tests  and  parlor  games  —  our  national  pastimes 
—  are  Simpson's  favorite  vehicles  for  strategic 
disguise.  In  the  large  1988  You're  Fine,  for  instance, 


the  physical  scrutiny  to  which  low-paid  clerical 
workers  are  subjected  is  expressed  by  a  woman  lying 
on  her  side  as  though  for  a  medical  examination. 
She  is  "prone"  in  several  senses.  In  Test,  a  black- 
masked  woman's  face  is  split  in  two.  The  caption 
reads:  ' '  She  took  a  blind  test  that  revealed  a  diverse 
set  of  paranoid  fixations.' ' 

In  Good  Twin,  Evil  Twin  II,  the  woman's  face  is 
again  covered  by  gold-colored  labels.  Beneath  the 
good  twin,  a  plaque  reads  "unencumbered,  unex- 
posed, undisturbed,  undismayed,  uncontradicted,' ' 
and  under  the  evil:  "illbred,  illegal,  illegible,  ill- 
favored,  illicit,' '  which  includes  a  class  as  well  as  a 
"racial"  analysis.  In  Sounds  Like  (1988),  the  woman 
is  hatted,  blindfolded  and  visually  gagged;  over  her 
three  repeated  faces  are  the  letters  "I/Wit/Ness,' ' 
a  commentary  not  only  on  the  mass  media,  but  on 
the  inability  of  the  art  viewer  to  see  or  hear  the  truth 
from  certain  sectors,  including  those  perceived  as 
"politically  paranoid."  In  Easy  for  Who  to  Say,  five 
white  ovals,  each  inscribed  with  a  different  vowel, 
cover  the  subject's  entire  face,  captioned  "Amnesia, 
Error,  Indifference,  Omission,  Uncivil"  —  a  list 
of  vices  that  do  indeed  obliterate  the  features  of 
the  unperceived.  In  Necklines,  "necktie,  neck-and- 
neck,  neck-ed,  neckless"  and  "necking,  neckline, 
necklace,  breakneck' '  are  the  words  on  two  plaques 
beneath  a  tripartite  photo  focused  on  the  appro- 
priate anatomical  detail.  For  all  the  benign  attrac- 
tiveness of  the  image,  the  words  evoke  lynchings, 
South  Africa,  sexuality,  recklessness,  and  other 
questions  about  where  the  lines  are  drawn,  whose 
neck  is  at  risk. 

* 

Sally  Mann's  images  of  her  children  in  her 
ongoing  "Family  Pictures"  series  catch  a  vulner- 
ability in  her  subjects,  a  beauty  that  is  sometimes 
entirely  unself-conscious  and  at  other  times  is  par- 
ticularly revealing  in  its  self-consciousness.  At  the 
same  time  Mann  shows  children  looking  sullen, 
hostile,  tired,  uncute.  Sometimes  they  look  this  way 
because  they  are  posing  as  adults  —  flaunting  a 
candy  cigarette,  putting  on  makeup,  pushing  a  doll 
in  a  stroller  (The  New  Mothers),  or,  less  overtly,  in  a 
somewhat  confrontational  triple  portrait  (Emmett, 
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Jessie  and  Virginia)  where  they  are  perhaps  either 
bored  or  annoyed  with  being  photographed  yet 
again,  or  else,  having  been  photographed  and  posed 
so  often  (some  of  her  shots  are  setups),  they  have 
acquired  a  certain  hauteur  in  the  camera's  presence. 
"Photographing  my  children  in  these  quirky,  often 
emotionally  charged  moments,"  says  Mann,  "has 
helped  me  to  acknowledge  and  resolve  some  of  the 
inherent  contradictions  between  the  idea  or  image 
of  motherhood  and  the  reality."  (UN/COMMON 
GROUND  catalogue  statement.) 

Mann's  photographs  look  kindly  but  unsenti- 
mentally  at  all  the  desires,  disappointments,  and 
deliriums  of  growing.  They  blur  boundaries  between 
ages  and  experiences,  and  summon  erotic  responses 
on  a  subliminal  level  just  as  they  cut  them  off  on 
the  perceptual  level.  (The  heartshaped  "Lolita 
glasses"  worn  by  the  littlest  girl  in  The  New  Mothers, 
for  instance,  are  funny  rather  than  sensuous  despite 
their  cinematic  reference.)  The  edge  Mann  catches 
might  be  described  as  "abandon"  (which  is  not 
usually  erotic  despite  the  fact  that  some  people 
can't  seem  to  separate  innate  sexuality  from  the 
marvelous  naturalness  displayed  by  happy  children.) 
They  dare  the  viewer  to  make  a  distinction  between 
tendernesses,  as  in  The  Fallen  Child,  a  nude  small 
child  sleeping  on  the  grass,  her  soft  white  back 
randomly  patterned  (or  scarred)  by  blades  of  cut 
grass,  her  curls  in  an  aureole  around  her  head. 

Abandon  is  best  caught  in  sleep.  It  might  be  the 
subject  of  The  Hot  Dog,  a  vertiginous  shot  of  a  young 
boy  in  shorts  and  a  dog  asleep  together  on  a  rug 
outdoors.  The  boy's  knees  are  together,  feet  spread, 
arms  over  head,  in  an  innovatively  awkward  posi- 
tion characteristic  of  the  prepubescent  body;  the 
dog  is  sprawled  on  its  back,  all  four  legs  out,  belly 
trustingly  exposed.  In  Naptime,  three  children,  two 
faceless,  lie  at  different  angles  across  a  tousled  bed. 
The  light  catches  the  fair  hair  on  the  boy's  legs, 
the  pillow  case  held  by  the  central  figure  (whose 
curls  and  ruffly  skirt  blend  into  the  wrinkles  of  the 
bedspread  beneath  her),  and  the  back  of  a  curled 
up  child  in  a  striped  sunsuit.  The  sweet  and  sour 
disorder  of  children's  lives,  children's  dreams,  is 
effortlessly  evoked. 


The  atypical  photograph  in  this  group  is  The  Two 
Virginia 's,  in  which  a  little  girl  sits  under  the  hand 
of  an  elderly  woman,  whose  age-freckled  legs, 
house-slippered  feet,  and  skirted  knees  are  visible, 
as  is  part  of  a  porch  from  which  the  paint  is  peeling. 
There  is  another  kind  of  abandon  at  work  here. 
The  child  is  pensive,  the  hand  resting  on  her  head 
is  heavy,  she  is  temporarily  bowed  beneath  the 
problems  of  the  old  and  the  unwealthy.  (The  two 
Virginias  might  be  the  name  shared  by  woman 
and  child,  or  it  might  refer  more  broadly  to  the 
distinctions  in  age  and/or  class  in  the  South.) 

In  Gorjus,  the  subject  is  innocence  (or  lack  thereof), 
the  moment,  the  light  that  illuminates  the  two 
children  in  pale  dresses,  one  little  girl  putting  eye 
makeup  on  a  littler  one.  Cosmetic  tools  (mirror, 
brush,  powder,  lipstick)  scattered  on  the  ground 
beside  them.  We  see  them  first  in  a  pool  of  light, 
but  then  in  the  shadows  we  see  the  back  of  a  very 
battered  pickup  truck  and  a  not  quite  snarling  dog. 
The  angelic  scene  is  put  in  its  place,  in  a  place,  in 
a  Southern  rural  place,  Lexington,  Virginia,  in 
the  U.S.A. 

When  Mann  shows  in  museums,  there  are 
complaints,  and  although  she  has  never  been 
prosecuted,  the  words  "child  pornography"  have 
been  mentioned,  and  the  Post  Office  is  after  her 
for  sending  a  photo  postcard  through  the  mail. 
Although  the  photographs  in  this  show  lack  the 
polymorphous  perversity  of  Mann's  '  At  Twelve' ' 
series,  her  work  has  a  history  of  controversy  because 
she  goes  deeper  under  the  skin  of  children's  complex 
lives  than  some  people  can  take.  She  has  posed 
and  photographed  her  kids  dirty,  bruised,  sick, 
irked,  and  in  odd  company.  Sometimes  violence  is 
implied;  they  look  dead,  or  bloodied,  when  they 
are  merely  asleep  after  bed-wetting,  or  stained  with 
popsicle  juice.  Although,  as  she  notes,  "every 
mother  has  seen  everything  I've  photographed 
countless  times,' '  the  stereotypes  and  illusions  of 
childhood  provide  a  hard  social  veneer  that  many 
don't  like  to  see  cracked.  Mann  herself  is  far  more 
concerned  about  her  children's  responses  to  their 
images  as  they  grow  older  and  are  subjected  to 
increasing  peer  pressure. 
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When  she  began  this  approach,  child  abuse  was 
not  a  conscious  issue,  but  her  photography  itself 
has  forced  her  to  recognize  the  extreme  vulnerability 
of  children  in  this  society,  and  she  is  not  unwilling 
to  do  her  part  in  calling  attention  to  it.  When 
asked  how  she  would  draw  the  line  between  art 
and  pornography,  she  replied: 

I'd  like  to  say  that  pornography  occurs  when  the 
subject  is  ignorant  or  unwilling  and  the  picture  has 
salacious  intent . . .  You  can  counter  and  say  that 
Jessie  was  ignorant;  she  was  only  five  years  old; 
how  could  she  know  whether  there  was  salacious 
intent  implied  in  a  picture?  Someone  once  said 
to  me  that  pornography  implies  the  intent  of  the 
photographer  more  than  the  viewer.  As  a  photog- 
rapher that  makes  sense  to  me. . .  I  just  wish 
[the  controversy]  came  from  beyond  the  level  of 
questions  like,  'Do  you  really  beat  your  kids?' 
(Interview  with  Chris  Redd,  Art  Papers, 
March  -  April,  1989.) 

* 

With  the  most  minimal  physical  means  (drawing 
in  space,  implying  grand  concepts  with  the  simplest, 
most  delicate  line),  Lisa  Hoke  ponders  vast  ques- 
tions about  physical  reality,  sketching  barely  visible 
energy  patterns  as  though  connecting  the  viewer 
to  the  universe.  She  recalls  a  significant  childhood 
moment  when  she  saw  the  Smithsonian  Foucault 
Pendulum  (demonstrating  the  mid-nineteenth 
century  discovery  of  how  to  measure  the  rotation 
of  the  earth),  and  recognized  "the  play  of  the  uni- 
verse ...  in  looking  at  gravity,  tension,  balance  and 
fragility  in  my  sculptures,' '  she  says,  "I  am  trying 
to  activate  these  basic  forces  so  that  I  might  experi- 
ence the  nuances  inherent  to  them.  It  is  valuable 
to  me  that  the  resulting  imagery  is  dependent  on 
the  forces  involved.  As  in  the  Shaker  tradition  that 
the  appearance  of  a  thing  should  follow  upon  its 
functions,  the  pieces  are  pushed  or  pulled  or  sus- 
pended or  contorted  as  the  form  evolves  from  a 
force.  This  domino  effect,  with  each  part  dependent 
upon  another,  allows  me  to  enter  into  the  complexity 
of  physical  laws  from  an  intuitive  level." 

Hoke's  Cursive  seems  directly  to  make  that  delicate 
connection  between  the  earthbound  (represented 


by  the  testicle-like  hanging  cast  iron  forms)  and 
the  infinite  (represented  by  the  spiraling  steel  wire). 
In  Eureka,  she  recalls  the  exuberant  moment  when 
Archimedes  ran  naked  from  his  bath  shouting  his 
discovery  of  how  to  measure  body  weight  by  water 
displacement.  The  loop  of  steel  emerging  from  the 
tight  conglomeration  of  forms  is  the  physical  counter- 
part of  a  scream  of  joy  leaping  out  into  space.  '  'An 
abstraction,"  she  suggests,  "had  suddenly  become 
a  simple  truth,  measurable  and  tangible.  Art  is 
my  access  to  my  own  simple  truths.' ' 

In  Eclipse,  the  oval  weights  are  held  back  by  a  loop 
of  steel,  as  though  to  protect  the  light  (the  circle) 
from  their  impact.  The  tensile  complexity  of  Orb, 
the  "messiest"  of  the  pieces  shown,  suggests  the 
natural  order  discernible  in  disorder.  The  tensions 
of  Magnet,  taut  and  repetitive,  its  two  identical 
shapes,  close  but  not  touching,  holding  the  circle 
together,  demonstrate  the  principle  of  attraction, 
and  also  serve  as  a  metaphor  for  human  relation- 
ships. Hoke  is  taking  our  measure,  as  people  in 
relationship  to  cosmic  forces.  Her  relationship  to 
her  materials  is  respectfully  discrete,  and  at  the  same 
time  so  intimate  that  it  seems  appropriate  that 
they  originate  in  another  childhood  memory: 
In  1987,  I  entered  an  industrial  iron  foundry  in 
Paterson,  New  Jersey,  for  the  first  time.  I  was 
suddenly  lurching  back  to  memories  of  being  with 
my father  in  a  jet  hanger  on  board  a  Navy  aircraft 
carrier;  the  smell  of  the  metal,  the  color  gray  and 
the  scale  of  the  environment  were  as  familiar  to 
me  as  my  fingers.  This  material  had  the  power 
to  connect  me  to  a  world  of  amazing  machines 
and  amazing  feats  of  daring  and  this  is  a  continual 
echo  for  me  in  my  own  exploration  of  space. 
Hoke's  works  are,  however,  less  weapons  than 
tools.  She  has  transformed  the  dull  grayness  of  the 
utilitarian  into  objects  that  convey  the  magic  of  the 
unknown,  or  rather  of  known,  but  for  the  most 
part  unexperiencable  facts.  There  is  something  in 
Hoke's  work  that  reminds  me  of  Eva  Hesse's  very 
different-looking  sculpture,  an  ability  to  endow 
formal  austerity  with  subtle  emotional  resonance. 

* 

Physical  memories  of  childhood  experiences  are 
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also  the  basis  of  Malcolm  Cochran's  architectural 
sculptures  and  sound  pieces  (or '  'grand  objects"  as 
Robert  Doty  has  called  them,  in  justifiable  rejection 
of ' '  installation' '  or  '  'environment.' ' )  Cochran  was 
raised  in  New  England,  and  often  returns  there 
from  his  current  home  in  Ohio.  Refreshingly,  he 
emphasizes  rather  than  denies  his  "regional" 
influence  —  the  vernacular  architecture  of  New 
Hampshire,  "19th-century  houses  and  farms  which 
stand  four-square  and  isolated  in  the  landscape, 
often  unencumbered  by  the  conventions  of  shrub- 
bery' '  If  these  images  are  easier  to  perceive  in  his 
many  commissions  for  outdoor,  public  sculpture, 
they  also  inform  the  kinetic  works,  which  manage 
to  be  both  abstract  and  evocative,  transmitting  a 
"sense  of  place"  even  when  one  can't  put  one's 
finger  on  the  map. 

From  1987  to  the  present,  Cochran  has  explored 
the  poetic  potential  of  ordinary  objects,  rearranged 
or  juxtaposed  in  a  clear  and  gentle,  vaguely 
Surrealist,  manner.  In  Song  Without  Words  (for  Amy 
Beach),  dedicated  to  an  early  20th  century  American 
composer,  several  whirring  old  table  fans  sit  on  a 
dilapidated  melodeon  within  a  glass  and  metal 
gazebo-like  cage.  (The  musical  reference  to  John 
Cage  is  probably  intentional,  but  the  structure  is 
also  reminiscent  of  elegant  old  conservatories  and 
musical  afternoons.)  Cochran  says  "the  piece  is 
about  singing  as  moving  air  through  space,  though 
in  this  case  it  is  something  like  imagining  a  mute 
person  singing.  On  another  level,  I  see  it  as  a  work 
about  the  creative  process  and  about  our  inability 
to  fully  express  ourselves,  to  communicate,  even  in 
the  protected  environment  of  a  conservatory.  It  is 
the  absence  that  hits  me  most  in  the  title  of  Beach's 
composition.' '  The  second  piece  in  this  series,  Bridge 
of  Sighs,  is  an  arc  of  old  Hoover  vacuum  cleaners 
inhaling  and  exhaling  like  lungs;  "the  sighs  range 
from  longing,  to  aching,  to  ecstasy' '  Almost  melo- 
dramatic emotion  is  cut  by  humor,  and  by  the  ludi- 
crous sight  of  these  old  soldiers  wheezing  poignantly, 
like  adolescents  in  love. 

The  third  piece  —  In  Maine  —  being  executed 
for  the  AVA  show,  is  incomplete  at  this  writing.  It 
maps  that  northern  outpost  as  the  site  of  an  irregular 


series  of  sculptural  units  made  from  the  inner  work- 
ings of  GE  refrigerators:  "Frost  builds  on  freezer 
compartments;  units  wiggle  and  shake,  sound  of 
motors  and  Freon  coursing  through  the  system  is  an 
important  element  of  the  piece,' '  he  notes.  The 
obvious  reference  is  to  the  ice  and  cold  climates 
in  which  the  artist  was  raised,  with  running  water 
signaling  a  thaw  and  the  looping  components 
endowing  these  disemboweled  structures  with  a 
visceral  effect. 

Cochran  invests  his  outdated  machines  with  a 
clarity  and  even  a  tenderness  that  reaches  out  to 
the  viewer  past  their  unfamiliar  contexts.  As  in  his 
large-scale  architectural  works,  which  often  suggest 
historical  reconstructions  of  old  buildings,  he  offers 
resurrection,  new  functions  to  '  'old  saws,' '  making 
a  decidedly  modernist,  post-Duchampian  art  that 
does  not  neglect  the  melancholy  of  age  and  memory 
that  imbues  his  materials.  In  Maine  can  be  seen 
as  paying  homage  to  a  poor,  proud,  beautiful  state 
where  survival  calls  for  a  hardy,  prototypically 
"Yankee"  ingenuity. 

* 

Working  with  hard  and  soft  materials  —  granite, 
steel,  marble,  oak  and  rubber,  rawhide,  neon  light 
—  Martin  Emanuel  suggests  significant  place, 
demarcating  it  with  elements  whose  forms  are  simple 
enough  to  allow  full  play  to  the  rich  material  sub- 
stances and  the  spaces  they  define.  Catherine  Howett 
wrote  of  his  work  in  the  catalogue  for  a  1980  one- 
man  show  at  the  High  Museum  in  Atlanta  that  it 
is  marked  above  all  by  a  grave  modesty;  in  each 
work,  we  sense  something  of  the  artists  own 
awe  —  awe  before  the  sacral  qualities  of  ancient 
symbol  and  ritual,  of  mysteries  implied  but  not 
revealed;  awe,  too,  before  the  beauties  of  color, 
textures,  and  form  itself  with  which  these  things 
may  be  celebrated  in  our  own  day  as  they  have 
been  in  ages  past. 
Emanuel's  four  untitled  abstract  sculptures  from 
1989  still  bear  the  imprint  of  the  mythical  sources 
that  inspired  his  early  work,  although  direct  anthro- 
pological references  have  for  the  most  part  given 
way  to  more  anonymous  forms.  On  the  other  hand, 
while  the  forms  are  still  reminiscent  of  ancient  or 


archaic  artifacts  from  our  own  and  distant  cultures, 
the  contexts  are  here,  now,  and  de-romanticized 
into  art.  His  outdoor  works  seem  to  be  inspired 
by  specific  sites,  though  not  necessarily  the  ones 
they  occupy.  Similarly,  the  AVA  sculptures  are 
untitled,  but  spatially  evocative  of  manmade  objects 
in  a  landscape.  Untitled  1,  with  its  variety  of  mate- 
rials arranged  to  suggest  some  lost  function,  is  lit 
by  a  crescent  of  neon.  Untitled  3,  is  a  drooping 
rubber  '  'doorway' '  capped  by  a  rawhide  covered 
light  square  that  echoes  the  "window"  that  has 
been  cut  from  the  door,  as  though  to  open  up  the 
object  to  a  vaster  space.  The  steel  bar  placed  in 
front  of  the  door  also  expands  the  piece  without 
divulging  any  specific  meaning. 

In  a  series  of  brief,  semi-narrative  texts  written 
recently  to  accompany  photographs  of  curious 
American  places,  Emanuel  has  written:  "My  old 
truck  had  a  roof  track.  This  structure  framed  my 
view  wherever  I  drove.  A  friend  once  referred  to 
it  as  my  perspective  machine.  Indeed  it  was.' ' 
(In  the  photo,  it  frames  a  "Shiprock"-like  south- 
western rock  formation.)  Another  photo  shows 
"Tuckerman's  Ravine"  (location  unspecified)  — 
a  glacial  cirque  of  which  he  notes:  '  'even  though 
it  is  of  immense  scale,  it  can  be  read  as  a  discrete 
form."  Other  pairs  that  offer  insights  into  his 
sculptural  process  include  a  home-made  cross 
at  the  site  of  an  automobile  accident,  made  of  a 
table  leg,  a  chair  leg,  a  picture  frame,  and  plastic 
beads;  a  Japanese  restaurant  built  by  imported 
Japanese  carpenters  over  the  frame  of  a  defunct 
and  now  invisible  Italian  restaurant;  a  privately- 
owned  Indian  mound  absurdly  (and  insultingly) 
topped  by  a  gazebo;  the  entrance  to  a  housing 
development  vaguely  simulating  Stonehenge;  the 
remains  of  a  pre-Trail  of  Tears  Cherokee  town. 

In  one  of  the  narratives,  Emanuel  notes  that 
while  the  ancient  Greeks  saw  forests  as  sacred, 
"the  early  Americans  regarded  the  wilderness  with 
dread  ...  It  was  only  when  the  settlers  designated 
a  particular  place  for  a  specific  function  did  that 
place  take  on  any  special  qualities.  In  our  culture 
it  is  that  interface  where  the  natural  world  encounters 
human  activity  that  gives  meaning,  good  or  bad, 


to  a  place.' '  All  of  the  places/objects  Emanuel  has 
chosen  have  precisely  that  character,  although  the 
interfaces  are  as  likely  to  be  between  two  different 
cultures  as  between  nature  and  culture. 

This  seems  to  be  the  clue  to  Emanuel's  resolutely 
untitled  works,  imbued  as  they  are  with  a  certain 
melancholy,  but  also  a  certain  humor.  Another 
work,  from  1988,  is  a  miniature,  warmly  glowing, 
house  form  made  of  rawhide  and  filled  with  light. 
The  text  accompanying  it  reads:  ' '  Late  in  the  nine- 
teenth century  the  Oglala  Sioux  were  forced  to  live 
in  square  houses.  The  hoop,  which  was  central  to 
the  Sioux  view  of  the  world,  was  nowhere  to  be 
found  in  the  square  house.  It  was  then  that  they 
knew  the  end  had  come.' ' 

Raymond  Saunders'  works  are  palimpsests  of  his 
and  others'  pasts.  Were  it  not  for  their  harmonious 
compositions,  they  might  appear  to  be  random 
collections  of  memorabilia  pinned  up  on  the  black- 
board of  memory.  Once  studied,  some  of  the 
connections  —  formal  and  meaningful  —  begin 
to  surface,  although  others  are  too  private  to  "get 
across.' '  Images  flood  before  the  eye  simultaneously, 
making  their  own  points,  before  the  viewer  can 
make  any  conclusions.  With  Lauren  and  Ellen  in 
Mexico,  Remembering  to  Remember  is  topped  by  a  calavera 
and  two  little  red  devils,  the  popular  art  loved  by 
Frida  Kahlo,  whose  name  partially  appears  below. 
Other  names,  perhaps  family,  appear  on  the  right- 
hand  canvas,  and  the  two  are  bonded  by  a  red-and- 
white  checkered  pattern,  like  that  of  a  tablecloth 
in  a  small  restaurant.  A  twining,  ghostly  figure 
drawing,  two  photographs,  one  upside  down,  patches 
of  flowered  fabric  or  paper,  a  pair  of  pyramids  — 
these  elements  rise  like  dreams  from  the  rich  black 
ground  of  night.  We  know  they  all  have  meaning; 
it  is  concealed  from  us  in  detail,  but  conveyed  in 
general.  Saunders  says  of  his  process: 

Sometimes  I  have  a  color,  sometimes  I  have  an 
idea,  sometimes  I  have  a  point  of  reference.  More 
than  not  it's  from  the  point  of  zero.  But  my  zero 
is  already  half  full . . .  Working  on  black  has  a 
plan  for  me  much  more  relevant  to  what  I  know. 
Because  the  white  surface  I  have  to  fill  in.  On 


the  black  surface  I  put  it  down  and  it  sort  of  fills 
itself  And,  because  I  love  black  as  a  cobr,  lean 
make  it  sing  immediately  with  just  placing  some- 
thing in  the  so-called  right  place.  Whereas  you 
do  it  in  the  so-called  right  place  on  a  white  canvas 
and  it  falls  down,  or  it  has  to  be  supported, 
because  it's  empty.  It's  not  a  presence . . . 

I  admit  to  a  decision  very  early  on,  as  a  result  of 
the  limitations  of  American  society  back  then  and 
still  now,  that  for  me,  being  an  artist  was  the 
freest  thing  I  could  be.  And  I  think  I  would  have 
made  that  decision  if  I  had  been  white,  but  the 
variables  would  have  been  different.  (Statements 
from  catalogue  of  Raymond  Saunders,  Addison 
Gallery  of  American  Art,  Andover,  Mass. ,  1987. ) 
In  Recuerdos,  painted  two  years  later,  the  Mexican 
trip  (or  perhaps  another  one)  appears  again,  less 
leisurely,  more  choked  with  images,  more  abstract, 
as  memories  become  when  time  passes.  Saunders' 
fondness  for  leftovers,  found  objects  and  materials, 
may  have  a  social  counterpart  in  respect  for  those 
—  like  the  Mexican  poor  —  whom  society  discards. 

Passages:  East,  West  I  seems  to  be  more  about  life  as 
a  painter,  about  subject  and  objects,  life  and  still 
life,  recalling  the  nineteenth  century  trompe  I'oeils 
which  can  seem  so  much  more  immediate  than 
artfully  painted  objects.  The  black  ground  is  acti- 
vated by  a  spiral  on  a  blank  area,  a  splotch  of  yellow 
paint,  a  small  brush,  more  flowers  and  checker- 
boards. In  Present  of  My  Past,  the  similar  images 
begin  to  conjure  up  quilts  and  African  textiles;  the 
inverted  triangle  with  its  enigmatic  signs,  and  the 
star  at  the  right,  might  refer  to  the  religious  ground 
designs  from  West  Africa,  or  an  innovative  hop- 
scotch game,  which  also  had  its  origins  in  ritual.  In 
several  paintings,  messages  in  Chinese  or  unread- 
able script  are  pinned  to  the  black  ground,  further 
enriching  the  multiple  cultural  sources  that  fuel 
Saunders'  art,  with  its  "expanding  present." 

* 

Randy  Twaddle  offers  this  quotation  from 
Laurence  Sterne's  Tristram  Shandy  as  an  introduction 
to  his  giant,  almost  photographic  black  and  white 
drawings: 


By  this  contrivance  the  machinery  of  my  work  is 
of  a  species  by  itself:  two  contrary  motions  are 
introduced  into  it,  and  reconciled,  which  were 
thought  to  be  at  variance  with  each  other.  In  a 
word,  my  work  is  digressive,  and  it  is  progressive 
too  —  and  at  the  same  time. 
With  double  images,  Twaddle  offers  double,  or 
multiple,  meanings  that  are  generated  when  two 
images  come  together.  Beginning  with  diptychs 
and  triptychs,  he  then  discovered  how  to  merge 
the  two,  creating  "ghost  images"  by  sanding  the 
paper  inside  the  contours  of  an  image.  It  is  these 
ghosts,  these  two-identities-in-one  that  have  taken 
up  the  image  dialogue  in  the  newer  pieces.  "The 
focus  of  this  work,' '  he  says,  "is  to  imply,  through 
comparisons  of  icons  of  cultural  systems,  a  general 
shift  from  the  analogue  to  the  digital,  the  agricul- 
tural or  industrial  to  the  informational,  and  the 
qualitative  to  the  quantitative,  while  at  the  same 
time  representing  these  shifts  in  the  context  of 
a  continuum." 

The  comparisons  are  first  of  all  visual  —  objects 
whose  structures  are  somehow  similar  but  whose 
functions  are  wholly  dissimilar,  even  opposed.  In 
Extended  Orbits  (vers.  2),  a  Ferris  wheel  —  light  and 
airy,  signifying  heights  of  fun  with  a  touch  of  fear 
—  has  been  almost  totally  eclipsed  by  the  ominous 
silhouette  of  a  satellite,  comparing,  almost  alchemi- 
cally, '  'a  structurally  supported  orbit  to  an  extended, 
physically  autonomous  orbit."  One  form  is  access- 
ible to  people;  the  dominant  other,  awesomely 
expensive  and  distant,  is  not.  Yet  beneath  the  dark 
overlaid  mass  of  the  satellite  the  graceful  lines  of 
the  Ferris  wheel  remain,  dimmed  but  perceptible. 

In  Cages  (Inside/Outside),  parrots  in  a  cage  are 
sucked  into  the  image  of  a  microwave  relay  tower. 
Twaddle  had  in  mind  the  notion  of  birds  (nature) 
and  technology  (culture)  contained  and  supported 
by  similar  structures.  Yet  the  two  black  forms  con- 
fronting each  other  are  primarily  abstract,  more 
ominous  than  informational.  The  intriguing  shape 
of  E.V.A.'s  (vers.  2)  is  entirely  unreadable  until 
the  viewer  is  told  that  it  conflates  the  images  of  a 
landed  parachutist  and  an  astronaut  walking  in 
space.  The  common  bond  is  the  umbilical  lifeline, 


"tethering  and  its  consequences"  in  the  dual  context 
of  gravity  (laws  of  earth)  and  zero  gravity  (laws 
of  space).  In  Sails/Cells  (High  Seas)  a  satellite  with 
solar  cells  is  overlaid  on  a  tall  ship  with  sails.  Here 
Twaddle  was  considering  power  sources,  wind  in 
flexible,  changing  sails  representing  analogue,  sun 
fueling  rigid  solar  panels  representing  digital. 

While  these  works  are  for  all  their  monumental 
beauty  primarily  somber,  Natural  Response  to 
Artificial  Intelligence  has  a  vein  of  humor,  as  the 
exaggerated  macho  response  of  the  body  builder 
is  overwhelmed  by  a  Japanese  robot  capable  of 
playing  the  piano.  Twaddle  cites  "Marshall 
McLuhan's  idea  that  any  new  technology  creates 
a  nostalgia  for  the  technology  it's  replacing.' '  This 
statement  is  evoked  in  each  of  his  drawings  by  the 
'  'ghosts"  of  life  as  we  know  it  in  the  process  of  being 
replaced  by  a  shadowy,  perhaps  uncontrollable 
future. 

* 

Ann  Hamilton's  installations,  in  all  their 
strangeness,  are  still  familiar,  recognizable  on 
some  distant  level  of  consciousness  like  whiffs  of 
forgotten  dreams.  The  images,  the  gestures  —  an 
impassive  person  seated  in  a  chair  mounted  half- 
way up  a  wall,  or  seated  before  a  sloping  pile  of 
starched  and  folded  white  shirts,  or  sitting  in  a 
bathtub  of  blackness,  or  wearing  a  grass-seed 
encrusted  suit;  a  woman  washing  her  hands  in 
viscous  honey,  a  kicking  toy,  rows  of  butterflies, 
rows  of  pitchforks,  glasses  of  water,  live  fish  and 
sheep,  a '  'water  table,' '  a  huge  rope  circle  containing 
technology  with  which  to  speak  and  hear,  a  tree 
jutting  horizontally  from  a  wall.  And  the  sounds 
—  running  water,  humming  machines,  whispering 
vaporizers,  a  ticking  metronome,  an  operatic  aria. 

Repetition  and  duration  monitor  time  and  space 
in  Hamilton's  installations.  Although  forms  play 
their  part,  surfaces,  or  "skins,' '  are  the  key  to  their 
disorienting  effects.  Floors  and  ceilings  are  covered 
with  algae  or  paprika  or  graphite  or  beeswax  or 
leaves  or  linotype.  Pennies  overlap  each  other  in 
waves  beneath  a  film  of  honey.  These  '  'cocoons 
of  metaphors"  as  Joan  Hugo  has  put  it,  grew  out 
of  Hamilton's  early  body  sculptures,  and  might 


also  be  seen  as  esthetic  wombs  into  which  we  are 
born  (borne).  The  unexpected  coverings  displace 
the  viewer  into  another  world,  disarming  expecta- 
tions so  that  new  sensations  can  enter  the  liminal 
arena  created  by  the  disjunction.  There,  other  value 
systems  and  other  possibilities  (such  as  inter-species 
communication)  find  refuge,  excluding  common 
rationales  by  turning  everything  upside  down. 
Meaning  may  be  elusive,  but  experience  takes 
its  place. 

Hamilton  intends  to  bypass  verbal  communica- 
tion (which  makes  her  work  hard  to  write  about). 
"I  have  yet  to  find  a  way  to  get  hold  of  words  the 
way  I  can  get  immersed  and  messy  with  materials,' ' 
she  says.  Her  installations  are  about  physical 
experience  that  cannot  be  expressed  in  language, 
but  "communicates"  anyway,  through  its  own 
vocabulary  of  sight,  sound,  smell,  and  tactility. 
As  Jacki  Apple  has  pointed  out,  Hamilton  relocates 
abstract  ideas  '  'in  the  literal  world  of  recognizable 
objects  and  substances,  without  it  being  subsumed 
by  narrative.  Her  work  transcends  language  with- 
out abdicating  either  corporeality  or  a  syntax  of 
objects.  She  sustains  a  balance  between  the  abstract 
and  the  concrete  because  she  doesn't  employ  literary 
conventions  . . .  [Her  art]  is  about  presence,  not 
representation"  (High  Performance,  Summer  1989). 

The  installation  Hamilton  proposes  for  the  AVA 
exhibition  is  tentatively  titled  mufflings  (as  in 
wrapping  to  warm,  protect,  or  silence).  Walls  are 
gridded  in  glass  for  a  blue-green  surface  and  on 
the  floor,  pressed  under  larger  sheets  of  glass,  is 
'  'a  dense  surface  of  prairie  grass  laid  in  patterns 
akin  to  the  trampling  that  might  be  caused  by 
animals  or  wind.' '  At  one  end  of  the  room  is  a 
large  woven  wire  net  suspended  from  the  ceiling, 
containing  a  lot  of  hand-sewn  gray  wool  boots, 
kept  moist  with  a  vaporizer  system  so  the  room 
is  filled  with  the  scent  of  wet  wool.  Across  the  room 
is  a  video  monitor  that  "continuously  plays  the 
slow  motion  image  of  a  stream  of  water  overflowing 
a  person's  mouth.  Forming  a  chorus  of  muffled 
sound,  the  sound  of  human  voices  (and  or  wind- 
pipes) are  audible  but  obscured,  mufflings  seems  to 
concern  the  experience  of  nature,  muffled  and 


caged  and  reprocessed  for  art,  a  comment  on  how 
culture  frames  nature  and  confines  it  under  glass. 

Hamilton  studied  anthropology,  geology,  and 
political  science,  before  turning  to  art,  and  the 
layered  quality  of  everything  she  does  seems  to 
owe  something  to  an  interdisciplinary  approach. 
Joan  Hugo  suggested  that  the  capacity  of  absorption, 
Hamilton's  three-room  installation  at  MOCA's 
Temporary  Contemporary  in  Los  Angeles  in  1989, 
was  intended  as  "a  metaphor  for  epistemology,  i.e. : 
as  a  visual  parallel  of  how  knowledge  and  meaning 
are  constructed"  (ARTSPACE,  Nov. /Dec.  1989).  The 
1989  privations  and  excesses  at  the  Gapp  Street  Project 
in  San  Francisco  had  social  implications.  Its  funding 
was  its  material  —  700,000  pennies  bathed  in  honey 
—  prompting  puns  about  hoarding,  the  improbable 
interchangeability  of '  'money  honey' '  and  perhaps 
the  value  of  collective  work:  nobody  wants  to  stop 
and  pick  up  a  penny,  but  lots  of  them  do  add  up. 
In  the  Mission  district,  where  Capp  Street  is  located, 
the  number  of  homeless  people  requesting  "small 
change' '  provided  another  chord.  Hamilton's  labor- 
intensive  work  demands  a  community  of  some  kind 
behind  it;  after  expenses,  she  donated  the  laundered 
pennies  from  privations  and  excesses  to  an  educational 
workshop  at  the  Headlands  Center  for  the  Arts. 
The  other  salient  element  in  the  installation  was 
three  sheep,  natural  creatures  which  pine  away 
when  separated  from  the  herd  and  which,  according 
to  Hamilton,  share  the  cultural  devaluation  of 
pennies,  since  animals  have  been  reduced  by 
domestication  and  economic  imposition  to  pets 
or  raw  materials. 

* 

Tony  Tasset's  sculpture  suggests  the  heritage  of 
minimalism  overlaid  with  more  referential  material 
quotations.  His  titles  refer  to  art  ideas  and  situa- 
tions. Collecter,  for  instance,  suggests  a  painting  rack, 
and  the  felt  rectangles  within  it  suggest  the  work 
of  Josef  Beuys  and  Robert  Morris.  Display  Sculpture 
(with  2-part  progression )  incorporates  the  pedestal 
as  a  sculptural  element.  Display  Sculpture  with  Leaning 
Plank  and  leaning  suggest  the  early  minimalist  pre- 
occupation with  lack  of  pedestal,  and  incorporation 
of  the  wall  as  a  support  in  the  work  of  Robert 


McCracken  and  Richard  Serra.  But  Display  Sculpture 
with  Leaning  Plank  is  commemorated  rather  than 
imitated,  contained  in  a  plexiglass  box  that  might 
have  been  someone  else's  minimalist  sculpture.  (In 
the  early  '60s,  the  waffle-iron-looking  Tishman 
building  on  53rd  Street  in  New  York.  City  was  likened 
to  the  packing  box  that  the  nearby,  and  far  more 
successful,  Seagram  Building  came  in.)  Tasset's 
Boxed  Set,  with  its  paradoxically  unequal  felt  sections, 
could  be  an  ironic  comment  on  art  marketing  as 
well  as  paying  homage  to  the  work  of  Eva  Hesse 
and  Sol  LeWitt. 

Tasset's  work  occupies  an  odd  zone  between 
actual  "historical"  minimalism  (he  once  worked 
installing  Judds  and  LeWitts),  and  a  vaguely 
"postmodernist"  view  of  the  works  he  does  not 
exactly  parody.  In  every  sense  he  has  "softened" 
the  original  hard  contours,  the  intentionally  difficult 
audience-relations;  he  has  institutionalized  the 
anti-institutional,  compromised  the  once  uncom- 
promising, taking,  as  Judith  Russi  Kirshner  has 
suggested,  "Modernism  as  a  readymade,  a  corpus 
to  be  examined  from  a  distance,  [translating]  its 
representations  into  allegorical  texts  and  rhetorical 
models"  (Artforum,  Nov.  1988).  Perhaps  he  has  suc- 
ceeded in  being  two  places  at  once  —  a  postmod- 
ernist goal  that  often  leads  to  no-man's  land. 

* 

Compassion  is  a  virtue  not  highly  valued  in 
this  society,  a  fact  reflected  in  its  art.  Mike  Glier 
has  always  been  an  exception  to  this  rule.  He  has 
never  been  afraid  to  show  that  he  feels,  and  his 
curiosity/caring  about  people  has  led  him  over  the 
years  to  a  number  of  striking  wall  drawings  on 
social  issues  ranging  from  repression  in  El  Salvador 
and  South  Africa  to  racism,  AIDS,  and  the  envi- 
ronment, as  well  as  exploring  the  private  side  of 
public  life,  the  effect  of  public  issues  on  personal 
lives  and  individual  psyches.  His  drawing  style 
has  ranged  similarly  from  bold  social  expressionism 
to  finely  modeled  lyricism. 

Glier  is  also  one  of  the  few  male  artists  to  have 
scrutinized  in  depth  the  role  of  white  men  in  North 
American  society,  a  subject  he  has  addressed  over 
the  years  with  rare  humor,  irony,  and  vulnerability, 


as  in  an  artist's  book  and  other  works  on  White 
Male  Power.  He  has  spent  the  last  few  years  studying 
nature,  seeking  out  the  positive  as  well  as  the  nega- 
tive in  eerie,  inventive  landscapes  and  gardens  that 
predict  an  uneasy  future  and  are,  like  his  portraits, 
psychological  portraits  of  the  present. 

Glier's  Untitled  series  is  a  visual  inquiry  into  the 
hopes  and  fears  of  life  today,  a  series  of  portraits 
of  people  with  their  eyes  closed,  relaxed,  dreaming 
of  that  ultimate  blessing.  The  specter  of  illness 
and  death  hovers  over  them.  "I  was  curious  about 
people's  images  of  completion.  I  thought  if  we 
knew  what  people  want,  it  might  explain  why  they 
behave  the  way  they  do . . .  The  drawings  are  about 
a  balance  of  oppositions"  —  light  and  dark,  soft 
values  against  crisp  line,  detail  against  breadth. 
'  'A  balance  of  oppositions  always  makes  for  visual 
interest  and  I  hope  creates  a  subtext  about  toler- 
ance and  seeing  both  sides  of  things." 

The  portraits  are  most  effective  combined  in 
an  artist's  book,  entitled  SATISFACTION,  with 
brief  texts  extracted  from  interviews  done  in 
Hoosick  Falls,  New  York,  (where  Glier  lives), 
Williamstown,  Massachusetts,  (where  he  teaches), 
Southern  Pines  and  Charlotte,  North  Carolina, 
and  New  York  City.  Glier's  charcoal  drawings  are 
both  fond  and  unforgiving.  He  doesn't  romanticize 
his  subjects,  who  are  various  ages,  races,  and 
classes,  but  he  empathizes  with  them  through  a 
touch  that  combines  spontaneous  dash  with  tradi- 
tional modeling  and  faith  to  '  'reality' '  —  whatever 
that  is.  Their  faces  are  rendered  close  up;  they  fill 
the  frame,  offering  the  viewer  a  curious,  and  some- 
what discomfiting,  intimacy.  We  might  be  leaning 
over  them  as  they  dream. 

The  "satisfactions"  that  emerge  in  the  texts 
range  from  culinary  one-liners  ("Tete  de  Veau,  a 
French  preparation  of  veal's  head";  "Geez- 
Hmmmmmm  —  Uhh.  Well,  PUMPKIN  PIE") 
to  simple  human  desires  ("Not  to  worry ...  I  worry 
about  everything";  "Seeing  your  children  grow 
up  and  learn  to  function  in  the  world";  "to  live 
life  to  the  fullest . . .  and  be  a  hairdresser")  to  the 
obscure  ("I  always  like  the  phrase  universal  veneration"; 
"Jesus  Christ";  "to  create  my  own  pleasure"; 


"to  do  a  polka  in  the  kitchen  with  my  baby  daughter 
and  speak  to  the  dead,  briefly")  to  the  pragmatic 
("more  money";  "a  stacked  woodpile";  "To  be 
employed.  I'd  like  the  job  at  the  hospital  as  a 
secretary-receptionist,  but  what  I  really  want  is 
to  be  RICH  AND  FAMOUS";  "A  private  place 
with  a  few  hundred  favorite  books,  1,000  records, 
500  audio  tapes,  TV,  a  VCR,  and  a  computer  on 
which  to  write  narrative  Haiku";  "cantering  my 
horse  up  a  hill  and  not  worrying  about  homework' ') 
to  the  vengeful  and  despairing  ("Anybody  that's 
ever  been  rotten  to  me  getting  the  same  shit  back 
to  them.  Particularly  red-haired  men";  "There  is 
none  [satisfaction].  To  quote  my  daughter,  THE 
FUTURE  IS  STUPID");  to  the  political  ("  . . . 
enough  good  ideas  to  justify  my  existence.  In 
case  the  ideas  are  worthless,  some  acts  that  are 
useful.  Finally  to  have  the  pleasure  of  stopping 
cold  one  or  more  of  the  murderous  jerks  that  we 
all  know  or  hear  about");  to  the  actually  satisfied 
("Honey  child,  I  can't  think  of  a  damn  thing  I 
would  want.  I've  had  everything.") 

Although  at  first  glance,  the  series  does  not 
appear  either  radical  or  topical,  the  notion  of  vis- 
ualizing desire,  or  reading  faces,  seems  particularly 
suited  to  the  decade  we  have  just  survived,  a  decade 
in  which  materialism  and  poverty  (and  poverty 
of  spirit)  have  invaded  the  national  body,  a  decade 
in  which  physical  and  economic  fear  have  preoc- 
cupied so  many  people.  Glier's  radicalism  lies  in  his 
willingness  to  go  beneath  the  skin  of  both  art  and 
society,  to  listen  to  the  dreams  of  ordinary  people 
(i.e.  all  of  us).  Crucial  to  the  series'  success  is  the 
fact  that  the  subjects  are  pictured  with  their  defenses 
down,  rather  than  sitting  bolt  upright  to  present 
their  best  face  to  the  world,  as  in  much  documen- 
tary photography.  This  choice  enables  the  artist 
to  work  as  a  medium  of  empathetic  communication 
rather  than  merely  as  the  recorder  of  physical 
appearance  and  earnest  poses.  The  words,  honest 
and  sometimes  absurd,  literally  give  voice  to  and 
activate  these  passive  faces  waiting  for  the  next 
blow  or  caress. 

Despite  (or  because  of)  his  training  and  success 
within  the  avant-garde,  Glier  has  opted  for  a  tradi- 


tional  approach,  training,  as  it  were,  "to  be  a  great 
draftsperson,' '  and  hoping  to  reach  a  broad  general 
audience  with  a  style  that  is  familiar  and  popular: 

/  think  the  desire  comes  from  my  family  history 
of  craftspeople  ( violin  makers  for  hundreds  of 
years)  and  a  wish  to  see  myself  as  part  of  a 
continuum  of  artists.  The  upside  of  tradition 
is  that  it  connects  you  with  previous  generations 
and  sets  you  up  as  a  model for future  ones.  The 
avant-garde  was  always  breaking  with  the  past 
—  now  the  rejection  of  past  seems  like  an  empty 
gesture  —  newness  does  not  seem  valuable  in 
itself.  Tradition  offers  some  hope  of  reintegrating 
rather  than  alienation.  The  downside  of  tradition 
is  that  it  can  be  boring  and  inhibiting  and 
pretentious . . . 

* 

The  AVA  selection  process  is  so  evenly  distributed 
and  at  the  same  time  precise,  that  it  permits  a 
certain  amount  of  generalization  outside  of  the 
individual  tastes  that  inevitably  determine  its  out- 
come. Looking  past  the  obvious  dissimilarities  in 
style,  the  work  of  many  of  these  ten  artists  demon- 
strates a  rather  brave  decision  to  create  spaces  in 
which  the  individual  can  grapple  with  the  larger 
world  —  a  desire,  and  capacity,  to  confront  both 
physical  vastness  and  difficult  esthetic/ethical  ques- 
tions. This  show  is  more  culturally  diverse  than 
most  major  exhibitions  in  the  U.S.  (which  isn't 
saying  a  lot).  As  a  whole,  in  its  modernist  rather 
than  post-modernist  approaches,  in  its  reliance 
on  abstraction  and  personal  association  (only  three 
artists,  two  of  them  photographers,  use  the  figure 
as  anything  other  than  an  object),  it  doesn't  sum 
up,  contradict,  or  even  reflect  the  past  decade. 

Does  this  mean  the  '90s  will  forego  the  '80s 
sturm  und  drang?  Does  the  return  of  a  certain 
muffled  minimalism  herald  a  new  distance  from 
the  world,  a  rejection  of  '80s  expressionism  and 
performance,  of '80s  acceptance  of  a  certain  level 
of  social  concern,  of '80s  slick-but-at-least-observant 
appropriation  and  close  readings  of  texts,  media, 
and  esthetic  rhetoric?  My  own  view  of  the  '90s  as 
a  period  of  border-crossings  —  of  tremendous 
potential  for  a  new  breadth  in  class,  "race,"  and 


gender  participation  (dictated  to  some  extent  by 
changing  demographics  even  as  they  are  in  turn 
affected  by  the  reactionary  climate),  for  inter- 
disciplinary collaboration,  and  for  culturally 
democratic  and  ecologically  focused  regionalism, 
a  healthier  interaction  between  private  and  public 
art  —  is  not  yet  a  valid  national  subtext,  despite 
the  well-intended  and  hopefully  expanding  "multi- 
cultural boom' '  that  has  characterized  the  late 
'80s.  The  U.S.  is  full  of  artists  capable  of  opening 
some  new  perceptual  and  intellectual  doors,  among 
them  those  in  this  exhibition.  Many  more  are  still 
waiting  in  the  corridors  and  the  streets,  formulating, 
if  we  are  lucky,  ideas  and  images  that  will  open  our 
societal  eyes. 

NB:  All  quotations  from  the  artists  unsourced  in  the  text  were  drawn  from 
unpublished  statements  sent  to  the  author,  January,  1990. 


Lucy  Lippard  is  a  writer,  an  activist  and  author  of  14  books 
on  contemporary  art  including  MIXED  BLESSINGS: 
NEW  AMERICAN  ART  CROSSING  CULTURES, 
forthcoming  from  Pantheon  Books,  in  the  fall  of  1990. 
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Saying  Good-bye  to  Grace  1983 

storm  windows,  wood,  child's  building  blocks, 
whitewash  and  paint 
174x  72  x  120  inches 
(reproduced  only) 


Song  Without  Words  (for  Amy  Beach)  1987 
steel,  glass,  wood,  melodeon  and  oscillating  fans 
116  x  108  x  60  inches 

Collection  of  Robert  J.  Shiffler,  Greenville,  Ohio 
(reproduced  only) 


Bridge  of  Sighs  1989 

vacuum  cleaners,  steel  tubing  and  electric  timing  switches 
288  inch  arch  span 
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Study  for  In  Maine  1990 

diagram  for  installation  of  inner  workings  of 

household  refrigerators:  pencil,  prismacolor 

on  mylar  over  Gulf  Tourguide  map 

36  x  32  inches 
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In  Maine  1990 

detail  of  installation  of  household  refrigerator  mechanisms, 
wood,  sheet  metal,  conduit  and  electrical  timing  switches 
dimensions  variable 
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Untitled  1989 

granite,  wood,  rawhide,  copper, 
marble,  neon  and  steel 

Collection  High  Museum  of  Art,  Atlanta,  Georgia; 
Purchase  with  funds  from  the  Lannan  Foundation, 
1989.  8  a-j 
(reproduced  only) 


Untitled  1.  1989 

granite,  heart  pine,  steel  and  neon 

84  x  180  x  96  inches 
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Untitled  2.  1989 

granite,  post  oak,  steel,  marble  and  paint 
26  x  96  x  156  inches 


1 


Untitled  3.  1989 

steel,  rubber,  wood,  rawhide  and  light 

66  x  36  x  60  inches 
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Resides  in  Atlanta,  Georgia 

Education: 
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University  of  Pennsylvania,  Philadelphia,  B.F.A.,  1969 
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1987     University  of  Tennessee,  Knoxville 
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South  Africa  Drawings  1986 
chalk,  charcoal  and  latex  on  wall 
installation  at  the  Washington 
Project  for  the  Arts,  Washington,  D.C. 
(reproduced  only) 
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The  Third  Sketch  of  Chernobyl  1987 
chalk,  charcoal  and  latex  on  wall 
installation  at  The  Museum 
of  Modern  Art,  New  York 
(reproduced  only) 
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Untitled  1989 

charcoal  on  paper 

drawings  YlYi  x9!4  inches  each 

installation  at  the  Barbara  Gladstone  Gallery,  New  York 


Untitled  (#7)  1989 

charcoal  on  paper 
12 H  x9%  inches 


Untitled  (#13)  1989 

charcoal  on  paper 
12H  x  91/,  inches 
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Untitled  (#20)  1989 
charcoal  on  paper 
12^2  x9K  inches 


MIKE  GLIER 


Born  1953,  Ft.  Thomas,  Kentucky 
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Education: 
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' '  Investigations ' ',  Institute  of  C  ontemporary  Art, 
University  of  Pennsylvania,  Philadelphia 

1985     "Large  Drawings",  Bass  Museum  of  Art,  Miami, 
Florida 

"Figure  It  Out:  Exploring  the  Figure  in  Contemporary 

Art",  Laguna  Gloria  Art  Museum,  Austin,  Texas 
"Black  and  White",  Los  Angeles  Institute  of 

Contemporary  Art,  California 
"Ecrans  Politiques",  Musee  dArt  Contemporain 

de  Montreal,  Canada 
"The  Public  Art  Show",  Nexus  Contemporary  Art 

Center,  Atlanta,  Georgia 

1984     "Art  as  Social  Conscience",  Edith  C.  Blum  Art 

Institute,  Bard  College  Center,  Annandale-on- 

Hudson,  New  York 
"Ansatzpunkte  Kritischer  Kunst  Heute",  Bonner 

Kunstverein,  Bonn,  West  Germany 
'  'Time  Line' ',  Institute  for  Art  and  Urban  Resources, 

P.S.I,  Long  Island  City,  New  York 
"50/50  Artists  Call' ',  Leo  Castelli  Gallery,  New  York 
"American  Neo-Expressionists",  The  Aldrich 

Museum  of  Contemporary  Art,  Ridgefield, 

Connecticut 

"Art  in  the  '80's:  Post  Avant  Garde",  Christian  A. 
Johnson  Memorial  Gallery,  Middlebury  College, 
Vermont 

"Disarming  Images:  Art  for  Nuclear  Disarmament", 
Contemporary  Arts  Center,  Cincinnati,  Ohio 

"Body  Politic",  Tower  Gallery,  New  York 

'  Apocalyptic  Visions:  The  Bomb  in  Recent  American 
Art",  Mount  Holyoke  College  Art  Museum, 
South  Hadley,  Massachusetts 

"Visions  of  Childhood:  A  Contemporary 

Iconography",  Whitney  Museum  of  American 
Art,  Downtown  at  Federal  Reserve  Plaza, 
New  York 

"Call  and  Response:  Art  on  Central  America", 

Colby  College,  Waterville,  Maine 
"Idees",  Galerie  Tanja  Grunert,  Stuttgart,  West 

Germany 

"Painting  and  Sculpture  Today  1984",  Indianapolis 

Museum  of  Art,  Indiana 
' '  Sydney  Biennale",  Art  Gallery  of  New  South  Wales, 

Sydney,  Australia 
"Drawings:  After  Photography",  Allen  Memorial 

Art  Museum,  Oberlin  College,  Ohio 


"Contemporary  Triptychs",  Edith  C.  Blum  Art 

Institute,  Bard  College  Center,  Annandale-on- 

Hudson,  New  York 
"The  Shadow  of  the  Bomb",  University  Gallery, 

University  of  Massachusetts,  Amherst 
"New  Talent/New  York",  Sioux  City  Art  Center, 

Iowa 

"Olympiad:  Summer  1984",  Koplin  Gallery,  Los 

Angeles,  California 
"BAM  -  Next  Wave",  (collaborations  for  1984 

BAM  "Next  Wave"  series),  Sperone  Westwater, 

New  York 

"Drawings!"  Barbara  Toll  Gallery,  New  York 
1983     Young  Hoffman  Gallery,  Chicago,  Illinois 

"Putting  on  the  Ritz"  Washington  Project  for  the 

Arts,  Washington,  D.C. 
"On  the  Revolutionary  Power  of  Women's 

Laughter",  Protetch-McNeil  Gallery,  New  York 
"The  War  Show",  University  of  New  York  at 

Stony  Brook 
"New  Directions  for  the  Michener  Collection", 

Archer  M.  Huntington  Gallery,  University  of 

Texas,  Austin 
"Compassionate  Images",  Herron  Gallery, 

Indianapolis  Center  for  Contemporary  Art, 

Indiana 

'  Art  and  Social  Change,  U.S.A.' ',  Allen  Memorial 
Art  Museum,  Oberlin  College,  Ohio 

"Whitney  Biennial",  Whitney  Museum  of  American 
Art,  New  York 

"Back  to  the  U.S.A.",  Kunstmuseum  Luzerne, 
Switzerland 

"Artist/Critic",  White  Columns,  New  York 

Bibliography: 

1989     Heartney,  Eleanor:  "Group  Material  at  DIA 

(Wooster  Street)",  Art  in  America,  vol.  77,  January, 
p.  145 

Olander,  William:  "Material  World",  Art  in  America, 

vol.  77,  January,  pp.  112-119,  167 
Rodgers,  John:  "Art:  Big  Mike  Ices  'Em",  Creative 

Loafing,  January  28,  p.  3 
"A  Skewering  of  Reagan  in  a  Surprising  Forum", 

The  New  York  Times,  January  29,  p.  43 
Rodgers,  John:  "Progress'  in  Charlotte",  Spirit  Square 

Magazine,  cover,  Spring,  pp.  28-33 
Stapen,  Nancy:  "The  Medium  has  a  Message", 

Elk  Magazine,  vol.  4,  March,  pp.  226-230 


45 


James,  Richard:  "Spirit  Square  Renovation  Spurs 
'Gallery  Without  Walls'  '\Arts Journal,  vol.  14, 
March 

Bilger,  Betsy:  "Spirit  Square  Does  Windows  in 
Uptown  Charlotte",  Spirit  Square  Magazine,  vol.  2 
Winter,  pp.  21-24 

1988  Spector,  Nancy:  '  'The  Other  Man:  Alternative  Views 

of  Masculinity' ',  Artscribe  International,  January/ 
February,  p.  67 

Huntington,  Richard:  "Mike  Glier  Art  Sends 
Messages",  The  Buffalo  News,  October  2 

1987     C.V.M.:  "A  Viney  Pastoral:  Mike  Glier  Drawing 

from  Nature",  Artforum,  vol.  25,  April,  pp.  114-115 
"Artist  Drawing  on  Walls  at  Williams  Museum", 

The  Transcript,  September  9 
Schenk,  Penelope:  "Mural  Focuses  on  Horror  of 

AIDS",  The  Transcript,  September  19 
Miller,  Donald:  "Collective  Approach  Energizes 

Galleries",  Pittsburgh  Post-Gazette,  September  21 
Bonenti,  Charles:  '  A  Classical  Look  from  a  Modern 

Artist",  The  Berkshire  Eagle,  September  24 
Sabin,  Selma:  "An  Elegy:  Suggestion  of  Life  Lost", 

The  Advocate,  September  30,  p.  5 

1986     Bohn,  Donald  Chant:  "Investigations  1986",  New 
Art  Examiner,  October,  p.  53 

Hess,  Elizabeth:  "Art  Apocalypse",  The  Village  Voice, 
October  28,  p.  94 

Allen,  Jane  Addams:  "Drawing  on  the  Intellect", 
The  Washington  Times,  Capital  Life,  November  11, 
p.  VB. 

Richard,  Paul:  "Spectrum  of  Superlatives,  Ned 
Rifkin's  Superb  Corcoran  Farewell",  Washington 
Post,  November  29,  p.  16-D 

1 985     Lippard,  Lucy  R.:  '  Art:  Necessary  Evils",  The  Village 
Vowe,  March  19,  pp.  92-93 
Olander,  William:  '  Art  and  Politics:  Of  Arms  and 

the  Artist",  Art  in  America,  June,  pp.  59-63 
Kuspit,  Donald  B.:  "Reviews:  Mike  Glier  at  Barbara 
Gladstone' ",  Art  in  America,  September,  pp.  134-135 

Publications: 

1989  Glier,  Mike:  Satisfaction,  San  Jose  Museum  of  Art, 

California  and  Hallwalls,  New  York 

1 982     Glier,  Mike:  White  Male  Power:  Senators,  Game  Show  Hosts, 
National  Monuments,  Clergy,  Etc. 

1 98 1     Glier,  Mike:  The  Senator  Swears 

1980     Glier,  Mike:  Waiting  for  Something  Dreadful 


ANN 
HAMILTON 


dissections . . .  they  said  it  was  an  experiment  1988 
mixed  media  installation 

installation  at  the  Santa  Barbara  Museum  of  Art,  California 
(reproduced  only) 
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the  capacity  of  absorption  1988 
mixed  media  installation 

installation  at  The  Temporary  Contemporary,  Museum  of 
Contemporary  Art,  Los  Angeles,  California 
(reproduced  only) 


privations  and  excesses  1989 
mixed  media  installation 

installation  at  the  Capp  Street  Project,  San  Francisco,  California 
(reproduced  only) 
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1 987  Meet  the  Artists  Fellowship,  Santa  Barbara  Museum 

of  Art 

1 984     Schnickle-Collingwood  Prize,  Yale  School  of  Art 
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1986  "caught  in  the  middle",  collaboration  with  Susan 
Hadley,  Bradley  Sowash,  Bob  de  Slob,  PS.  122, 
New  York 
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Eclipse  1987 

cast  iron,  steel  and  wi 
108  x  30  x  30  inches 


Orb  1987 

cast  iron  and  steel  wire 
108  x  30  x  30  inches 


Cursive  1988 

cast  iron,  steel  and  wire 

120x24x24  inches 


Magnet  1988 

cast  iron  and  steel  wire 

48  inch  diameter;  23-24  inches  from  the  floor 


Eureka  1989 

cast  iron,  steel  and  wire 
120  x  96  x  12  inches 
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Group  Exhibitions: 

1 990  ' '  Formulation  and  Representation:  Recent  Abstract 

Sculpture",  Hunter  College  Gallery,  New  York 

1 989  1 ' Straus  Collection' ',  Aldrich  Museum  of 

Contemporary  Art,  Ridgefield,  Connecticut 
"Terry  Adkins,  Carol  Hepper,  Lisa  Hoke",  Germans 

van  Eck  Gallery,  New  York 
BlumHelman  Gallery,  New  York 
1988     "  Scale  (small ) ' ',  Rosa  Esman  Gallery,  New  York 
"Unpainted  Metal/Wall  Sculpture",  John  Davis 

Gallery,  New  York 

"Innovations  in  Sculpture  1985-1988",  Aldrich 
Museum  of  Contemporary  Art,  Ridgefield, 
Connecticut 

"From  the  Back  Room",  Saxon-Lee  Gallery,  Los 

Angeles,  California 
"Tension  Between  Line  and  Mass",  Marian  Locks 

Gallery,  Philadelphia,  Pennsylvania 

1987     "Edge  and  Balance",  Stedman  Art  Gallery,  Rutgers 
University,  Camden,  Newjersey 
"Material  Transformations",  Rosa  Esman  Gallery, 
New  York 

1986     Lang  &  O'Hara  Gallery,  New  York 

"Six  Sculptors",  Artists  Space,  New  York 

1985     "Recommendations  1985",  Kamakazi  Club/White 
Columns,  New  York 


1984  "  Four  Sculptors  Outdoors ' ',  Kenmare  Park,  Lower 

Manhattan  Culture  Council,  New  York 
"On  View",  The  New  Museum  of  Contemporary 
Art,  New  York 

1981     "  Windows  on  White  Street ' ',  New  York 
Bibliography: 

1990     "  Formulation  and  Representation:  Recent  Abstract 

Sculpture",  Hunter  College,  essay  by  Susan 

Edwards,  catalogue 
Sussler,  Betsy:  BOMB  Magazine,  Spring,  illustrations 
1 988     Princenthal,  Nancy:  Art  in  America,  April,  pp.  208-209 
Mahoney  Robert:  Sculpture  Magazine,  May /June,  p.  33 
Donahue,  Victoria:  Philadelphia  Inquirer,  July  30 
Zimmer,  William:  "A  Private  and  Passionate  Taste 

for  the  Contemporary",  The  New  York  Times, 

August  20 

1987     Raynor,  Vivian:  The  New  York  Times,  October 
Watkins,  Eileen:  Newark  Star  Ledger,  October 
Mahoney,  Robert:  ARTS  Magazine,  December,  p.  108 

1985  Aldrich  Museum:  "Innovations  in  Sculpture, 

1985-1988"  essay  by  Martha  Scott,  catalogue 
Weld,  Alison:  "Contemporary  Syntax,  Edge 

and  Balance",  Stedman  Art  Gallery,  Rutgers 

University,  catalogue 
John  Davis  Gallery:  "Unpainted  Metal/Wall 

Sculpture",  essay  by  Marc  Straus,  catalogue 

Collec  tions: 

Lannan  Foundation,  Los  Angeles,  California 
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Emmett,  Jessie  and  Virginia  1989 

silverprint 
20x24  inches 


6C! 


The  Two  Virginia's  1989 

silverprint 

20  x  24  inches 
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The  New  Mothers  1989 

silverprint 

20  x  24  inches 
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Candy  Cigarette  1989 

silverprint 
20  x  24  inches 


Gorjus  1989 

silverprint 
20  x  24  inches 


Naptime  1989 

silverprint 

20  x  24  inches 
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The  Hot  Dog  1989 

silverprint 
24x20  inches 
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SALLY  MANN 


Born  1951,  Lexington,  Virginia 
Resides  in  Lexington,  Virginia 

Education: 

Bennington  College,  Vermont,  1969-71 
Friends  World  College,  Denmark  and  Greece,  1971-72 
Hollms  College,  Virginia,  B.A.,  1972-1974 
Apeiron  Workshops,  Millerton,  New  York,  1973 
Ansel  Adams  Workshop,  Yosemite,  California,  1973 
Hollins  College,  Virginia,  M.A.,  1974-1975 

Position: 

Self  employed 

Grants/Awards/Fellowships: 

1 989     SECCA/RJR  Southeastern  Artists  Fellowship  Award 

1988  National  Endowment  for  the  Arts 

1987  John  Simon  Guggenheim  Memorial  Foundation 
1982     National  Endowment  for  the  Arts 

Virginia  Museum  Professional  Fellowship 

1976  National  Endowment  for  the  Humanities 
1974  Ferguson  Grant,  Friends  of  Photography 
1973     National  Endowment  for  the  Humanities 

Solo  Exhibitions: 

1989  Museum  of  Photographic  Art,  San  Diego,  California 

1 988  Marcuse  Pfeifer  Gallery,  New  York 
Southeastern  Center  for  Contemporary  Art, 

Winston-Salem,  North  Carolina 

1987  Marcuse  Pfeifer  Gallery,  New  York 

1986  Marcuse  Pfeifer  Gallery,  New  York 

1984  Focus  Gallery,  San  Francisco,  California 

Martin  Gallery,  Washington,  D.C. 

1981  University  of  Oregon  Museum  of  Art,  Eugene 

1980  Northlight  Gallery,  Tempe,  Arizona 

1979  Greenville  County  Museum  of  Art,  South  Carolina 

1977  Corcoran  Gallery  of  Art,  Washington,  D.C. 

Group  Exhibitions: 

1989  '  'Taboo:  Controversial  Art  by  20  Contemporary 

Artists",  Greg  Kucera  Gallery,  Seatde,  Washington 
'  'The  Hand  That  Rocks  The  Cradle' ',  Cameraworks, 
San  Francisco,  California 


"Self  and  Shadow",  Aperture  Foundation,  New  York 
"Southern  Photographers",  Aperture  Foundation, 
New  York 

1988     "Swimmers",  Aperture  Foundation,  New  York 
"UN/COMMON  GROUND:  VIRGINIA 

ARTISTS  1988",  Virginia  Museum  of  Fine  Arts, 
Richmond 

1987     "Legacy  of  Light:  Polaroid  Photographers  by  58 

American  Photographers",  International  Center 

of  Photography,  New  York 
"Family  Portraits",  University  Art  Galleries,  Wright 

State  University,  Dayton,  Ohio 
"Mothers  and  Daughters",  Aperture  Foundation, 

New  York 

1986  "Commitment  to  Vision",  University  of  Oregon 

Museum  of  Art,  Eugene 
1985     "Big  Shots:  20  x  24  Polaroid  Photographs", 

University  of  Alabama,  Birmingham 
1982     "The  New  Pictorialism",  Daniel  Wolff  Gallery, 

New  York 

"The  Ferguson  Grant  Winners  Show",  Friends  of 
Photography,  Carmel,  California 

1981  '  'New  Color' ',  Southeastern  Center  for  Contemporary 

Art,  Winston-Salem,  North  Carolina 

1980     "Not  Fade  Away:  Four  Contemporary  Virginia 

Photographers",  The  Chrysler  Museum,  Norfolk, 
Virginia 

"The  Image  Continuum",  Silver  Image  Gallery, 
Seattle,  Washington  and  Afterimage  Photograph 
Gallery,  Dallas,  Texas 
1978     "I  Shall  Save  One  Land  Unvisited:  Eleven  Southern 
Photographers",  Corcoran  Gallery  of  Art, 
Washington,  D.C. 

Publications: 

1 988     '  At  Twelve,  Portraits  of  Young  Women' ',  Aperture, 
New  York 

1987  "Legacy  of  Light",  Polaroid  Photographs  by  58 

American  Photographers,  Alfred  A.  Knopf, 
New  York 

1 982  ' '  Second  Sight,  The  Photographs  of  Sally  Mann' ', 

David  Godine,  Boston,  Massachusetts 
"Time-Life  Annual"  portfolio,  Time-Life  Books, 
Alexandria,  Virginia 
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1977     "The  Architecture  of  Historic  Lexington",  (250 

plates),  University  of  Virginia  Press,  Charlottesville 

Bibliography: 

1989     "Portrait:  Faces  of  the  80's",  Virginia  Museum  of 
Fine  Arts,  Richmond,  essay  by  George  Cinger, 
catalogue 

"Commitment  to  Vision",  University  of  Oregon 
Museum  of  Art,  Eugene,  essay  by  David  Merstove, 
catalogue 

Whitehead,  Ingrid:  "Bring  the  Family",  The  Daily 
Aztec,  March  15 

Pincus,  Robert  L.:  "Mother's  Focus  is  the  Kids", 

The  San  Diego  Union,  March  19 
Harper,  Hilliard:  "2  Photo  Exhibits  Probe  the 

Hidden  Depths  of  South' ',  Los  Angeles  Times, 

March  24 

Redd,  Chris:  "Interview  Sally  Mann",  Art  Papers, 
March/April,  pp.  17-21 

Ament,  Deloris  Tarzan:  "Which  Is  It?",  Seattle  Times, 
October  4 

Roth,  Evelyn:  "The  Mother  Load",  American 
Photographer,  October,  p.  16 

1988     Merritt,  Robert:  "Powerful  Photographs  Provoke 
Strong  Reactions",  Richmond  Times-Dispatch, 
February  28 

Humphrey  Jacqueline:  "Children's  Poses  Add 
Sizable  Impact",  Greensboro  News  and  Record, 
September 

Coleman,  A.D.:  "Brooding  Meditations  on  the 
Theater  of  Childhood",  The-  New  York  Observer, 
September  26 

The  New  York  Times,  September  30 
"Sly  Portraits  and  Radical  Still  Lifes",  The  New  York 
Times,  September  30 

Merritt,  Robert:  "Photographer's  Images  Create 
Riveting  Mysteries",  Richmond  Times-Dispatch, 
October  9 

Jessup,  Lynn:  "Family  Pictures",  Greensboro  News 
and  Record,  October  11 

Patterson,  Tom:  "Sally  Mann  Photos  at  SECCA 
Take  an  Unflinching  Look  at  Childhood' ',  Winston- 
Salem  Journal,  October  16 

Redd,  Chris:  "Demythologizing  Childhood:  Sally 
Mann's  'Family  Pictures'  ",  The  Arts  Journal, 
November,  pp.  12-13 

Szakacs,  Dennis:  "Sugar  and  Spice",  The  Independent, 
November  17-30,  p.  18 


"Still  Time,  Photographs  of  Sally  Mann",  Allegheny 
Highlands  Arts  and  Crafts,  introduction  by 
Bari  Ballou,  catalogue 

"UN/COMMON  GROUND",  Virginia  Museum 
of  Fine  Arts,  Richmond,  essays  by  Frederick 
Brandt,  Julia  Boyd,  Margo  Crutchfield,  Ashley 
Kistler,  catalogue 

1 98 7     Ellenzweig,  Allen:  Art  in  America,  January 

Grundberg,  Andy:  The  New  York  Times,  September  13 
Masters,  Greg:  Arts  New  York,  November,  p.  9 
Cottingham,  Laura:  Flash  Art,  December 
Lipson,  Karen:  "Documenting  the  Twilight  of 

Childhood",  Newsday,  December  24 
"Sally  Mann:  Sweet  Silent  Thought",  North  Carolina 

Center  for  Creative  Photography,  essay  by  Ted 

Orland,  catalogue 

"Family  Portraits",  Wright  State  University,  Dayton, 
Ohio,  catalogue 

1984     "Big  Shots,  20  x  24  Photographs",  Visual  Arts 
Gallery,  University  of  Alabama,  Birmingham, 
essay  by  Howard  Risatti,  catalogue 

Hess,  Elizabeth:  "On  The  Threshold",  Washington 
Post 

1980     "Not  Fade  Away",  The  Chrysler  Museum,  Norfolk, 
Virginia,  catalogue 

1978  "I  Shall  Save  One  Land  Unvisited",  Gnomon  Press, 
Frankfort,  Kentucky,  essays  by  Ray  Kass,  James 
Baker  Hall,  Jonathan  Williams,  catalogue 

1977     "Lewis  Law  Portfolio",  Corcoran  Gallery  of  Art, 
Washington,  DC,  essay  by  Jane  Livingston, 
catalogue 

Collections: 

Baltimore  Museum  of  Art,  Maryland 
Bayley  Museum,  University  of  Virginia, 

Charlottesville 
Corcoran  Gallery  of  Art,  Washington,  DC. 
Dayton  Art  Institute,  Ohio 
Friends  of  Photography,  Carmel,  California 
Hirshhorn  Museum  and  Sculpture  Garden, 

Washington,  DC. 
Honolulu  Art  Institute,  Hawaii 
Museum  of  Fine  Arts,  Boston,  Massachusetts 
Polaroid  Corporation,  Cambridge,  Massachusetts 
San  Francisco  Museum  of  Art,  California 
The  Chrysler  Museum,  Norfolk,  Virginia 
The  Metropolitan  Museum  of  Art,  New  York 
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The  Museum  of  Modern  Art,  New  York 

The  National  Museum  of  American  Art,  Smithsonian 

Institution,  Washington,  D.C. 
The  Virginia  Museum  of  Fine  Arts,  Richmond 
Toledo  Museum  of  Art,  Ohio 


RAYMOND 
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Walking  with  Lauren  and  Ellen  in  Mexico, 
Remembering  to  Remember  1987 
mixed  media  on  canvas  and  board 
83  &  x  105l/2  x  7%  inches 


Passages:  East,  West  I  1987 
mixed  media  and  oil  on  canvas 
82  x  76  inches 
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Recwrdos  1989 

mixed  media  and  oil  on  canvas 

123  x  78  K2  inches 
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Present  of  my  Past  1989 
mixed  media  on  canvas 
91  x  116  inches 
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RAYMOND  SAUNDERS 


Born  1934,  Pittsburgh,  Pennsylvania 
Resides  in  Oakland,  California 

Education: 

Carnegie  Institute  of  Technology,  Pittsburgh,  Pennsylvania, 
1950-53 

Pennsylvania  Academy  of  Fine  Arts,  University  of 

Pennsylvania,  Philadelphia,  1953-57 
Carnegie  Institute  of  Technology,  Pittsburgh,  Pennsylvania, 

B.F.A.,  1959-60 
California  College  of  Arts  and  Crafts,  Oakland,  California, 

M.F.A.,  1960-61 

Position: 

Professor,  California  College  of  Arts  and  Crafts,  Oakland 

Grants/Awards/Fellowships: 

1984     National  Endowment  for  the  Arts 

1977     National  Endowment  for  the  Arts 

1976    John  Simon  Guggenheim  Memorial  Foundation 

1975     Pennsylvania  Academy  of  Fine  Arts,  Granger 
Memorial  Foundation 

1964     Ford  Foundation  Purchase  Award 
Prix  de  Rome 

1961     Schwabacher  Frey  Award,  San  Francisco  Museum 

of  Modern  Art 
1957     Pennsylvania  Academy  of  Fine  Arts,  University  of 

Pennsylvania 

1956     Thomas  Eakins  Prize 
1953     Barnes  Foundation 

Solo  Exhibitions: 

1989     Stephen  Wirtz  Gallery,  San  Francisco,  California 
1 988     Miami-Dade  Public  Library  System,  Miami,  Florida 
Carleton  College,  Northfield,  Minnesota 
Greenville  County  Museum  of  Art,  South  Carolina 

1987     University  Gallery  of  Fine  Art,  The  Ohio  State 

University,  Columbus 
Stephen  Wirtz  Gallery,  San  Francisco,  California 
Cava  Gallery,  Philadelphia,  Pennsylvania 
Addison  Gallery  of  American  Art,  Phillips  Academy, 

Andover,  Massachusetts 
Bank  of  America,  San  Francisco,  California 


Hunsaker-Schlesinger  Gallery,  Santa  Monica, 
California 

1986     Hearst  Art  Gallery,  St.  Mary's  College,  Moraga, 
California 

Miami-Dade  Public  Library  System,  Miami,  Florida 
Pritchard  Art  Gallery,  University  of  Idaho,  Moscow 
Terry  Dintenfass,  Inc.,  New  York 
University  Gallery  of  Fine  Art,  The  Ohio  State 
University,  Columbus 

1985     Stephen  Wirtz  Gallery,  San  Francisco,  California 

Hunsaker-Schlesinger  Gallery,  Los  Angeles,  California 
Angles  Gallery,  Santa  Monica,  California 
Hunsaker-Schlesinger  Gallery,  Los  Angeles,  California 
Thomas  Babeor  Gallery,  La  Jolla,  California 
Boise  Gallery  of  Art,  Idaho 

1984     Barnsdall  Park,  Los  Angeles  Municipal  Art  Gallery, 
California 

1983     University  of  Texas,  San  Antonio 

Stephen  Wirtz  Gallery,  San  Francisco,  California 
1982     Arizona  State  University,  Tempe 

Stephen  Wirtz  Gallery,  San  Francisco,  California 

1981     Artmobile,  Metropolitan  Dade  County,  Miami, 
Florida 

Seattle  Art  Museum,  Washington 
1976     University  Art  Museum,  University  of  California, 
Berkeley 

1971  San  Francisco  Museum  of  Modern  Art,  California 
Group  Exhibitions: 

1989     "The  Appropriate  Object' ',  Albright-Knox  Art 

Gallery,  Buffalo,  New  York 
'  'Words  and  Images' ',  Metro  Dade  Cultural  Center, 

Miami,  Florida 
"New  Paintings",  Stephen  Wirtz  Gallery,  San 

Francisco,  California 
"Raymond  Saunders:  Some  Choices:  Icono  Negro: 

The  Black  Aesthetic  on  Video  Art",  Long  Beach 

Museum  of  Art,  California 
"Mind  Over  Matter:  New  American  Abstract", 

International  Art  Projects,  San  Francisco,  California 
"Raymond  Saunders/Oliver  Jackson",  Catia  Lacoste, 

San  Jose,  California 
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'  'Twentieth  Century  Water  Colors:  Then  and  Now' 

Long  Beach  Museum  of  Art,  California 
"Selected  Works  of  African-American  Artists", 

Bernice  Steinbaum  Gallery,  New  York 
"Group  Show' ',  Stephen  Wirtz  Gallery,  San  Francisco 
1988     Francine  Seders  Gallery,  Ltd.,  Seattle,  Washington 
"Recent  Prints  from  West  Coast  Presses",  The 

Allport  Gallery,  San  Francisco,  California 
"Selected  Works  by  Black  Artists  from  The 

Metropolitan  Museum  of  Art",  Reader's  Digest, 

Pleasantville,  New  York 
"The  Downtown  Foot  Show",  Pine  Street  Lobby 

Gallery,  San  Francisco,  California 
"A  Bid  For  Human  Rights",  Art  Auction  to  Benefit 

the  South  African  Council  of  Churches,  Brendan 

Walter  Gallery,  Santa  Monica,  California 
"National  Drawing  Invitational",  sponsored  by 

AT&T  Foundation  and  M.M.  Cohn,  Arkansas 

Art  Center,  Little  Rock 
'  Artists  of  the  Black  Community/USA ',  benefit  for 

the  Phoenix  QIC's  CEED  Project,  Arizona  Bank 

Galleria,  Phoenix 
"West  Coast  Contemporary",  Sierra  Nevada 

Museum  of  Art,  Reno,  Nevada 
"  Watercolors  Then  and  Now",  Long  Beach  Museum 

of  Art,  California 

"Peter  Selz  Selects",  The  Berkeley  Art  Center, 
California 

"Drawing  Invitational",  Hooks  Epstein  Gallery, 

Houston,  Texas 
"40th  Annual  Academy  Institute  Purchase 

Exhibition",  American  Academy  and  Institute 

of  Arts  and  Letters,  New  York 

1987     "Tradition  and  Conflict:  Images  of  a  Turbulent 

Decade,  1963-1973",  exhibition  organized  by  the 
Studio  Museum  in  Harlem  and  circulated  by  the 
Independent  Curators,  Incorporated,  New  York, 
1986-1988.  Dr.  Mary  Schmidt  Campbell,  curator. 
Traveled  to  Museum  of  Art  and  Archeology, 
University  of  Missouri,  Columbia;  New  York  State 
Museum,  Albany;  David  and  Alfred  Smart 
Gallery,  University  of  Chicago,  Illinois;  Arkansas 
Art  Center,  Little  Rock;  Tower  Fine  Arts  Gallery, 
State  University  of  New  York,  Brockport;  Galleries 
of  the  Claremont  Colleges,  California;  The 
Heckscher  Museum,  Huntington,  New  York; 
Museum  of  the  National  Center  of  Afro-American 
Artists,  Boston,  Massachusetts;  Peninsula  Fine 
Arts  Center,  Newport  News,  Virginia 


"Second  Stage  of  Modernism  (1945  to  the  present)", 
Lathrop  Gallery,  Hood  Museum  of  Art,  Dartmouth 
College,  Hanover,  New  Hampshire 

"Bay  Area  Influences:  Four  Artists",  Palo  Alto 
Cultural  Center,  California 

1986     "Martin  Luther  King:  A  Documentary' ',  Eloise 

Smith  Gallery,  University  of  California,  Santa  Cruz 

'  'Works  of  Art  on  Paper  by  Black  Artists",  Crocker 
Art  Museum,  Sacramento,  California 

"Generations  in  Transition:  An  Exhibit  of  Changing 
Perspectives  in  Recent  Black  Americans,  1970- 
1984",  Hampton  University,  Virginia 

"Artists  Food",  San  Francisco  Airports  Commission, 
San  Francisco  International  Airport,  California 

"Black  Creativity,  Generations  in  Transition:  80  Years 
of  Black  American  Expression",  Museum  of 
Science  and  Industry,  Chicago,  Illinois 

"New  California  Painting,  Dealer's  Choice,  Non- 
Figurative",  Rancho  Santiago  College,  Santa 
Ana,  California 

"Afro-American  Abstract  Artists:  1945-1985",  The 
Evan-Tibbs  Collection,  Washington,  DC. 

"Personal  Reference",  Kansas  City  Art  Institute, 
Missouri 

"Selected  Works",  Thomas  Babeor  Gallery,  Lajolla, 
California 

"Between  Metaphor  and  Fact:  Recent  Drawing", 
Leonarda  Di  Maura  Gallery,  New  York 

"4  +  1",  National  Urban  League,  Moscone  Center, 
San  Francisco,  California 

1985     "Faculty  Exhibition",  Hunter  College,  New  York 

"Harlem  Renaissance",  Bucknell  University  Center 
Gallery,  Lewisburg,  Pennsylvania 

"Artists  Forum:  Selected  Faculty  Artists  from 
California  State  University",  Fine  Arts  Gallery, 
California  State  University,  Los  Angeles.  Traveled 
to  Studio  Museum,  Harlem,  New  York 

"37th  Annual  Purchase  Exhibition  Hassam  and 
Speicher  Fund",  American  Academy  and 
Institute  of  Arts  and  Letters,  New  York 

"The  Menagerie",  San  Francisco  Airports 
Commission,  San  Francisco  International 
Airport,  California 

"The  Art  of  Dining",  Berkeley  Repertory  Theatre, 
California 
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unencumbered  M  J [[(bred 

unexposed  ■  ~  Illegal 

undisturbed  ■  I   ittegibie 

undismayed  ■  ■  illfavored 

uncontradicted  J  B"  illicit 


silverprints  and  plastic  plaques 
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necklace 
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July/ August 
Curtis,  Cathy:  Los  Angeles  Times,  July  22 
Kirshner,  Judith  Russi:  "The  Benefit  of  Doubt  or 

Loving  Modernism  to  Death' ',  Artforum,  November 
'  Artschwager,  His  Peers  and  Persuasion,  1963-1988", 

Daniel  Weinberg  Gallery  and  Leo  Castelli  Gallery, 

essay  by  Klaus  Kertess,  catalogue 


"ReDefining  the  Object",  University  Art  Gallery, 
Wright  State  University,  Cleveland  Center  for 
Contemporary  Art,  Ohio,  essay  by  Dan  Cameron, 
catalogue 

"Information  as  Ornament",  Rezac  Gallery  and 
Feature,  essay  by  David  Robbins,  catalogue 

1987     Golden,  Deven:  "A  White  Show:  Loss  of  Memory", 

New  Art  Examiner,  March 
Colby,  Joy  Hakanson:  "Lean  Exhibit,  Lots  of 

Thought",  Detroit  News,  March  13 
Heartney,  Eleanor:  "Second  to  What?"  New  Art 

Examiner,  May 

Schultz,  Jerome:  "Post  Modernism,  A  Spectacle  of 

Reflexivity' ',  New  Art  Examiner,  June 
Gerrit,  Henry:  "Tony  Tasset",  Art  in  America,  June 
Knight,  Christopher:  "Larry  Johnson,  Tony  Tasset, 

Christopher  Wool' ',  Los  Angeles  Herald-Examiner,  July  31 
Tasset,  Tony:  "All  My  Friends",  Farm,  Summer/Fall 
Taylor,  Sue:  "Liars'  at  State  of  Illinois  Art  Gallery", 

Art  in  America,  September 
Robinson,  Walter:  "State  of  the  Art:  Young,  Gifted 

.  &  Affordable",  Metropolitan  Home,  November 
Leigh,  Christian:  "Summer  Show,  Wolff ',  Artscribe 

International,  November/December 
Bonesteel,  Michael:  "Medium  Cool:  New  Chicago 

Abstraction' ',  Art  in  America,  December 
"A  Different  Corner:  Definition  and  Redefinition", 

U.S.  Pavilion  at  the  Bienal  International  de  Pintura, 

Museo  de  Arte  Moderno,  Cuenca,  essay  by 

Christian  Leigh,  catalogue 
"The  Non-Spiritual  in  Art;  Abstract  Painting  1985- 

????",  Maginnis  Graphics,  catalogue 
"Surfaces,  Two  Decades  of  Painting  in  Chicago, 

1970's  and  1980's",  Terra  Museum  of  American 

Art,  essay  by  Judith  Russi  Kirshner,  catalogue 
'  'Of  Ever-Ever  Land  I  Speak' ',  Stux  Gallery,  essay  by 

Christian  Leigh,  catalogue 
"Tony  Tasset",  Karsten  Schubert  Ltd.,  essay  by 

Lynne  Cooke,  catalogue 
"Anxious  Objects",  Illinois  State  University,  essay 

by  Barry  Blinderman,  catalogue 

1986     Artner,  Alan  G:  Chicago  Tribune,  September  19 

Tasset,  Tony:  "Tony  Tasset  on  New  Art",  Nit  &  Wit, 
October 

"SA.I.C:  A  New  Generation",  Museum  of 

Contemporary  Art,  essay  by  Lynn  Warren,  catalogue 

"Painting  and  Sculpture  Today",  Indianapolis 
Museum  of  Art 

"Domesticates",  Feature,  catalogue 

"Dull  Edge",  Randolph  Street  Gallery,  essay  by 
Jeanne  Dunning,  catalogue 
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Cage  (Inside/Outside)  1989 

charcoal  on  paper 
60  x  43  Vi  inches 


/ 


Sails,  Cells  (High  Seas)  1989 
charcoal  on  paper 
60  x  43  Vt  inches 
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E.V.A.'s  (vers.  2)  1989 
charcoal  on  paper 
60  x  43/2  inches 
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RANDY  TWADDLE 


Born  1957,  Elmo,  Missouri 
Resides  in  Houston,  Texas 

Education: 

University  of  Missouri,  Columbia,  1975-76 

Northwest  Missouri  State  University,  Maryville,  B.F.A.,  1980 

Position: 

Self  employed 

Grants/ Awards/Fellowships: 

1987  National  Endowment  for  the  Arts 

1986  Anne  Giles  Kimbrough  Award,  Dallas  Museum  of 

Fine  Art 

1985  Art  Matters,  Inc. 
Solo  Exhibitions: 

1989     Barry  Whistler  Gallery,  Dallas,  Texas 

Southwest  Craft  Center,  San  Antonio,  Texas 
Damon  Brandt  Gallery,  New  York 

1988  DW  Gallery  Dallas,  Texas 

1987  Moody  Gallery,  Houston,  Texas 

1986  Tyler  Museum  of  Art,  Texas 
1985     Moody  Gallery,  Houston,  Texas 

Group  Exhibitions: 

1989  "Works  on  Paper",  Barry  Whistler  Gallery,  Dallas, 

Texas 

"Summer  Group  Show",  Dart  Gallery,  Chicago, 
Illinois 

"Gallery  Artists:  Prints  and  Drawings",  Damon 
Brandt  Gallery,  New  York 

1988  "Memory",  UTA  Center  for  Research  in 

Contemporary  Art,  University  of  Texas,  Arlington 
"Texas  Artists",  Moody  Gallery,  Houston,  Texas 
"The  First  Texas  Triennial,  1988",  Contemporary 

Arts  Museum,  Houston,  Texas 
"The  New  Generation",  Elaine  Benson  Gallery, 

Bridgehampton,  New  York 

"Conscience  and  Content",  Art  League  of 
Houston,  Texas 

1987  "A  Drawing  Exhibition:  The  Continuity  of  Man", 

Haggerty  Art  Center,  University  of  Dallas,  Texas 
"Paradigms  on  Paper",  Nave  Museum,  Victoria, 
Texas 


"Invitational",  Damon  Brandt  Gallery,  New  York 
"Third  Coast  Review:  A  Look  at  Art  in  Texas", 

Aspen  Art  Museum,  Colorado 
"Recent  Drawings:  Drake,  Hogan,  Johansen,  Pardo, 

Pikrasso,  Twaddle",  Fox  Fine  Arts  Center, 

University  of  Texas,  El  Paso 

1 986     "Works  on  Paper:  An  Exhibition  by  Artists  Working 
Inside  Texas",  Barry  Whisder  Gallery,  Dallas,  Texas 
'  Artists'  Response  to  Architecture' ',  Nave  Museum, 
Victoria,  Texas 

"SPECTRUM:  Drawn  Out",  Corcoran  Gallery  of 

Art,  Washington,  DC. 
"Monumental  Drawing:  Works  by  22  Contemporary 

Americans",  The  Brooklyn  Museum,  New  York 

"Texas  Time  Machine",  Cullen  Center,  Houston, 
Texas 

"New  Orleans  Triennial",  New  Orleans  Museum  of 
Art,  Louisiana 

1985     "One  Up",  Lawndale  Annex,  University  of  Houston, 
Texas 

"  Propaganda! ",  Midtown  Art  Center,  Houston,  Texas 
"Latent  Lingo",  DW  Gallery,  Dallas,  Texas 
"10  Year  Anniversary  Exhibition",  Moody  Gallery, 
Houston,  Texas 

"John  Herandez,  Hills  Snyder,  Randy  Twaddle", 

The  Patrick  Gallery,  Austin,  Texas 
Los  Angeles  Institute  of  Contemporary  Art,  California 
1984     "Inaugural  Show",  Butler  Gallery,  Houston,  Texas 
"Four  Texas  Painters",  Gallery  400,  University  of 

Illinois  at  Chicago 
"Patterns  in  Contemporary  Art",  Laguna  Gloria 

Art  Museum,  Austin,  Texas 
"New  Talent  in  Texas",  Texas  Christian  University, 

Fort  Worth 

"Singular  Points  of  View",  Art  Museum  of  South 
Texas,  Corpus  Christi 

Performances: 

1989     "Carnival  —  A  Farewell  to  Flesh",  Club  Dada, 

Dallas,  Texas;  The  Chicago  House,  Austin,  Texas; 
Southwest  Craft  Center,  San  Antonio,  Texas,  with 
Anthony  Pearson 

1 988     '  'Carnival  —  A  Farewell  to  Flesh' ',  Sons  of  Hermann 
Hall,  Dallas,  Texas,  with  Anthony  Pearson 
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1986  '  'Acceptance,  Denial  and  the  End  of  Bravery  As  We 

Know  It",  Caravan  of  Dreams,  Fort  Worth,  Texas 

1985     "User  Friendly  Fictions",  Sons  of  Hermann  Hall, 
Dallas,  Texas,  with  Ron  Perryman  and  Jimmie 
Dale  Gilmore 

Bibliography: 

1989  Bennett,  Steve:  "Putting  Technology  Into  Its  Most 
Simple  Form",  San  Antonio  Light,  March  30,  p.  D-3 

Hoffman,  Donald:  "Art  Journal",  The  Kansas  City  Star, 
July  23,  p.  D-4 

Lyon,  Christopher:  "RANDY  TWADDLE/Damon 
Brandt",  ARTnews,  September,  p.  178 

1988  Kutner,  Janet:  "Two  New  Artists  Share  Top  Billing", 
The  Dallas  Morning  News,  March  16,  p.  C-5 

Braff,  Phyllis:  "New  Generation  Shows  Its  Colors", 
The  New  York  Times,  May  22,  p.  26 

Johnson,  Patricia  C:  "Texas  Triennial:  A  Host  of 
Artists  Presents  Personal  Points  of  View  in  Exhibit 
at  CAM",  The  Houston  Chronicle,  October  2,  pp.  14-15 

Tyson,  Janet:  "The  Death  of  JFK",  Fort  Worth  Star- 
Telegram,  November  10 

Przyblski,  Jerome:  "Fast  Foward",  Eleven  x  Fourteen, 
p.  16 

1987  Nixon,  Bruce:  "Billboard  Become  Signs  of  Art 

Appreciation' ',  Dallas  Times  Herald,  June  11,  pp.  E-l,  3 
Kutner,  Janet:  "Art  in  the  Fast  Lane,  Billboards  Give 

Dallas  Artists  the  Ideal  Exposure",  The  Dallas 

Morning  News,  August  13,  pp.  Cl-2 
Chadwick,  Susan:  "Artfully  Moving  in  Strange 

Ways",  Houston  Post,  November  29,  p.  F-3 
Johnson,  Patricia  C:  "Artists'  Similarities  Go  Beyond 

Charcoal",  The  Houston  Chronicle,  December  9,  p.  D-3 

1986    Johnson,  PatriciaC:  "Review:  Texas  Time  Machine 
Exhibition",  The  Houston  Chronicle,  January  25, 
pp.  D-l,  8 

McCombie,  Mel:  "Into  the  Texas  Time  Machine", 
Artscene,  vol.  7,  no.  12,  Spring,  pp.  12-13 

Allen,  Jane  Addams:  "Drawing  on  the  Intellect", 
The  Washington  Times,  November  11,  pp.  B-l,  3 

Richard,  Paul:  "Spectrum  of  Superlatives",  Washington 
Post,  November  29,  pp.  D-l,  16 

1985     "Public  Address  Sign  on  Truck",  Art  in  America, 
January,  p.  88 

Everingham,  Carol:  "Introduction  '85",  Houston  Post, 
July  6,  pp.  Gl-3 

Johnson,  Patricia:  "Introduction  '85  a  Bold  Success", 
The  Houston  Chronicle",  July  20,  p.  D-l 


Mitchell,  Charles  Dee:  "Thoughts  on  Randy 

Twaddle",  Dallas  Observer,  September  12,  p.  18 
Everingham,  Carol:  "Propaganda!  Show  Draws 

Individual,  Powerful,  Response",  Houston  Post, 

October  19,  p.  G-3 
Kelly,  Moira:  "About  Lawndale's  One  Up",  The 

Lawndale  Inquirer,  October/November,  p.  23 

1984     Goddard,  Danny:  "AMST's  Singular  Points  of 

View",  Corpus  Christi  Caller  Times,  Januay  8,  p.  C-5 

Fisher,  Vernon:  "Exhibit  at  TCU  Spotlights  Unseen 
Artists",  Fort  Worth  Star -Telegram,  January  29,  p.  D-l 

Kutner,  Janet:  "A  New  Showplace  for  Texas  Art", 
The  Dallas  Morning  News,  section  C,  October  23 

1983  Marvel,  Bill:  "Victims'  of  Gallery  Closing  Create 

Their  Own  Exhibition",  Dallas  Times  Herald, 
August  16,  p.  C-l 

Kutner,  Janet:  "Warehouse  of  Dreams",  The  Dallas 

Morning  News,  September  16,  pp.  C-l,  2 
Mitchell,  Charles  Dee:  "Trio  Goes  Independent  and 

Large  Scale  in  Borrowed  Time",  Dallas  Observer, 

September  22 
Freudenheim,  Susan:  "Bold  Venture  Puts  Spotlight 

on  Trio's  Art",  Fort  Worth  Star -Telegram,  October  18 

Catalogues: 

1988  "The  First  Texas  Triennial",  Contemporary  Arts 
Museum,  Houston,  Texas,  curators  statements: 
Marilyn  Zeitlin,  David  Ross,  Marge  Goldwater 

1987  "The  Third  Coast  Review:  A  Look  at  Art  in  Texas", 
Aspen  Art  Museum,  Colorado,  essay  by  Annette 
Carlozzi 

1986     "Artists'  Response  to  Architecture",  Nave  Museum, 

Victoria,  Texas,  essay  by  Jim  Edwards 
"SPECTRUM:  Drawn  Out",  Corcoran  Gallery, 

Washington,  DC,  essay  by  Ned  Rifkin 
"Monumental  Drawing:  Works  by  22  Contemporary 

Americans",  Brooklyn  Museum,  New  York,  essay 

by  Charlotta  Kotik 
"Texas  Time  Machine",  Cullen  Center,  Houston, 

Texas,  essay  by  Joan  S.  Robinson 
"New  Orleans  Triennial",  New  Orleans  Museum 

of  Art,  Louisiana,  essay  by  Douglas  Schultz 

1984  "New  Talent  in  Texas",  Texas  Christian  University, 

Fort  Worth,  essay  by  Susan  Freudenheim 
"Singular  Points  of  View",  Art  Museum  of  South 
Texas,  Corpus  Christi,  Texas,  essay  by  Jim  Edwards 
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Selected  C ollect ions: 

Archer  M.  Huntington  Gallery,  University  of  Texas, 
Austin 

Enron  Corporation,  Houston,  Texas 

First  Bank  of  Minneapolis,  Minnesota 

Frito  Lay,  Inc.,  Dallas,  Texas 

Museum  of  Fine  Arts,  Houston,  Texas 

NYNEX  Corporation,  White  Plains,  New  York 

Shell  Oil  Company,  Houston,  Texas 

Steelcase,  Houston,  Texas 

Taco  Bell  Corporation,  Irvine,  California 

The  Progressive  Collection,  Austin,  Texas 

Tyler  Museum  of  Art,  Texas 
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EXHIBITION 
CHECKLIST 


lLCOLM  COCHRAN 
Columbus,  Ohio 

1.  Bridge  of  Sighs  1989 

vacuum  cleaners,  steel  tubing  and  electric  timing  switches 
288  inch  arch  span 
Courtesy  of  the  artist 

Arthur  M.  Sackler  Museum,  Harvard  University  only 

2.  In  Maine  1990 

household  refrigerator  mechanisms,  wood,  sheet  metal,  conduit, 

and  electric  timing  switches 
dimensions  variable 
Courtesy  of  the  artist 

MARTIN  EMANUEL 

Atlanta,  Georgia 

3.  Untitled  1.  1989 

granite,  heart  pine,  steel  and  neon 
84  x  180  x  96  inches 
Courtesy  of  the  artist 

4.  Untitled  2.  1989 

granite,  post  oak,  steel,  marble  and  paint 
26  x  96  x  156  inches 
Courtesy  of  the  artist 

5.  Untitled  3.  1989 

steel,  rubber,  wood,  rawhide  and  light 
66  x  36  x  60  inches 
Courtesy  of  the  artist 


GLIER 
Hoosick  Falls,  New  York 

6.  Untitled  1989 
charcoal  on  paper 
21  drawings,  12 J4  x9J4  inches  each 

Courtesy  of  the  artist  and  the  Barbara  Gladstone  Gallery, 
New  York,  New  York 


wood,  video  and  a  live  rabbit 


ANN  HAMILTON 

Santa  Barbara,  California 

7.  mufflings  1990 
mixed  media,  glass,  grass,  felt, 
dimensions  variable 
Courtesy  of  the  artist 

LISA  HOKE 

New  York,  New  York 

8.  Eclipse  1987 

cast  iron,  steel  and  wire 
108  x  30  x  30  inches 
Courtesy  of  the  artist 

9.  Orb  1987 

cast  iron  and  steel  wire 
108  x  30  x  30  inches 
Courtesy  of  the  artist 

10.  Cursive  1988 

cast  iron,  steel  and  wire 
120  x  24  x  24  inches 
Courtesy  of  the  artist 

1 1 .  Magnet  1988 

cast  iron  and  steel  wire 

48  inch  diameter;  23-24  inches  from  the  floor 

Collection  of  Marc  and  Livia  Straus,  Chappaqua,  New  York 

12.  Eureka  1989 

cast  iron,  steel  and  wire 
120  x  96  x  12  inches 
Courtesy  of  the  artist 

SALLY  MANN 
L  ex  ingt  o  n ,  Virgi  n  i  a 

1 3 .  Emmett,  Jessie  and  Virginia  1989 
silverprint 

20  x  24  inches 
Courtesy  of  the  artist 
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14.  The  Two  Virginia's  1989 
silverprint 

20x  24  inches 
Courtesy  of  the  artist 

15.  Fallen  Child  1989 
silverprint 

20  x  24  inches 
Courtesy  of  the  artist 

16.  The  New  Mothers  1989 
silverprint 

20  x  24  inches 
Courtesy  of  the  artist 

1 7 .  Candy  Cigarette  1989 
silverprint 

20x24  inches 
Courtesy  of  the  artist 

18.  Gorjus  1989 
silverprint 
20x  24  inches 
Courtesy  of  the  artist 

19.  Naptime  1989 
silverprint 

20  x  24  inches 
Courtesy  of  the  artist 

20.  The  Hot  Dog  1989 
silverprint 

24  x  20  inches 
Courtesy  of  the  artist 

RAYMOND  SAUNDERS 
Oakland,  California 

2 1 .  Walking  with  Lauren  and  Ellen  in  Mexico,  Remembering 

to  Remember  1987 
mixed  media  on  canvas  and  board 
83  14  x  105/2  x  7  %  inches 

Courtesy  of  the  artist  and  the  Stephen  Wirtz  Gallery, 
San  Francisco,  California 

22.  Passages:  East,  West  I  1987 
mixed  media  and  oil  on  canvas 
82  x  76  inches 

Courtesy  of  the  artist  and  the  Stephen  Wirtz  Gallery, 
San  Francisco,  California 

23.  Recuerdos  1989 

mixed  media  and  oil  on  canvas 
123  x  78 14  inches 

Courtesy  of  the  artist  and  the  Stephen  Wirtz  Gallery, 
San  Francisco,  California 

24.  Present  of  my  Past  1989 
mixed  media  on  canvas 
91  x  116  inches 

Courtesy  of  the  artist  and  the  Stephen  Wirtz  Gallery, 
San  Francisco,  California 

LORNA  SIMPSON 

Brooklyn,  New  York 

25.  Test  1988 

silverprints  and  plastic  plaque 
61  x  40  inches 

Collection  of  First  Bank  System,  Inc.,  Minneapolis,  Minnesota 

26.  5  Day  Forecast  1988 
Polaroids  and  plastic  plaques 
31  x  130  inches 

Collection  of  Randolfo  Rocha,  Boston,  Massachusetts  and 
courtesy  of  the  Josh  Baer  Gallery,  New  York,  New  York 


2  7 .    Easy  for  Who  to  Say  1989 

Polaroids  and  plastic  plaques 
31  x  115  inches 

Collection  of  Howard  and  Judie  Ganek  and  courtesy  of  the 
Josh  Baer  Gallery,  New  York,  New  York 

28.  Good  Twin,  Evil  Twin  II  1989 
silverprints  and  plastic  plaques 
40  x  55  inches 

Loaned  by  the  Jedermann  Collection  and  courtesy  of  the 
Josh  Baer  Gallery,  New  York,  New  York 

29.  Necklines  1989 
silverprints  and  plastic  plaques 
6814  x  70  inches 

Collection  of  Suzanne  and  Howard  Feldman  and  courtesy 
of  the  Josh  Baer  Gallery,  New  York,  New  York 

TOI  FY  TASSET 
Chicago,  Illinois 

30.  Boxed  Set  1988 
wood,  felt  and  plexiglass 
44  x  44  x  6  inches 

Courtesy  of  the  artist  and  Feature,  New  York,  New  York 

3 1 .  leaning  1988 
wood  and  felt 

6214  x  40  x  14!/2  inches 

Courtesy  of  the  artist,  the  Rhona  Hoffman  Gallery,  Chicago, 
Illinois  and  Feature,  New  York,  New  York 

32.  Display  Sculpture  with  Leaning  Plank  1988 
wood,  leather  and  plexiglass 

72  x  28  x  28  inches 

Courtesy  of  the  artist  and  Feature,  New  York,  New  York 

33 .  Display  Sculpture  (with  2-part progression )  1988 
wood,  paint  and  plexiglass 

60  x  46  x  26 

Courtesy  of  the  artist,  the  Rhona  Hoffman  Gallery,  Chicago, 
Illinois  and  Feature,  New  York,  New  York 

34.  Collecter  1989 
wood  and  felt 

72  x  54  x  36  inches 

Collection  of  Robert  J.  Shiffler,  Greenville,  Ohio 

RANDY  TWADDLE 

Houston,  Texas 

3  5 .    Cage  (Inside/ Outside )  1989 

charcoal  on  paper 
60x  43/2  inches 

Courtesy  of  the  artist  and  the  Barry  Whistler  Gallery,  Dallas,  Texas 

36.  Natural  Response  to  Artificial  Intelligence  1989 
charcoal  on  paper 

60  x  40  inches 

Courtesy  of  the  artist  and  the  Moody  Gallery,  Houston,  Texas 

37.  Sails,  Cells  (High  Seas)  1989 
charcoal  on  paper 

60  x  43  >/2  inches 

Courtesy  of  the  artist  and  the  Moody  Gallery,  Houston,  Texas 

38.  Extended  Orbits  (vers.  2)  1989 
charcoal  on  paper 

60  x  43 14  inches 

Courtesy  of  the  artist  and  the  Barry  Whistler  Gallery,  Dallas,  Texas 

39.  E.V.A.'s  (vers.  2)  1989 
charcoal  on  paper 

60  x  43 14  inches 

Courtesy  of  the  artist  and  the  Damon  Brandt  Gallery,  New  York, 
New  York 


117 


AWARDS 
IN  THE 
VISUAL  ARTS 
GUIDELINES 

AND 
PROCEDURES 


Awards  in  the  Visual  Arts  Guidelines 

The  Awards  in  the  Visual  Arts  (AVA)  program  annually 
announces  ten  awards  of  $15,000  each,  distributed  within 
ten  areas  of  the  United  States  designated  according  to 
artist  per  capita  population  (see  map  and  listing  of 
states  by  area,  page  119). 

Artists  are  eligible  for  AVA  awards  by  nomination  only, 
and  must  be  citizens  of  the  United  States.  One  hundred 
nominators,  drawn  from  across  the  country  and  repre- 
senting all  major  visual  arts  disciplines,  are  each  invited 
to  submit  to  the  AVA  staff  at  the  Southeastern  Center 
for  Contemporary  Art  (SECCA)  the  names  of  five  artists 
living  and  working  in  their  respective  areas.  Artists 
working  in  all  media  are  eligible  for  nomination.  The 
result  is  a  maximum  of  five  hundred  nominated  artists, 
although  some  nominators  submit  fewer  than  five  names 
and  sometimes  there  are  duplicate  nominations.  These 
artists  are  then  furnished  with  instructions  for  submitting 
slides  and  related  material  to  the  national  jury.  In  the 
event  of  receiving  an  award,  each  nominee  is  asked  to 
commit  work  to  a  national  exhibition  and  its  subsequent 
tour.  All  nominees  are  invited  to  have  their  slides  placed 
in  the  AVA  slide  reference  registry  —  a  slide  library 
intended  to  become  a  major  contemporary  art  resource. 

To  encourage  acquisition  of  works  by  AVA  award 
recipients,  museums  participating  in  the  exhibition  tour 
are  given  $10,000  purchase  grants.  A  work  (or  works) 


by  one  or  more  of  the  award  recipients  is  purchased 
with  these  funds. 

Procedfa  re .  if  n  1  olentifying  I  Nominators  and  Jurors 

AVA  goes  to  "the  field"  to  compile  lists  of  respected 
artists,  museum  directors,  curators,  and  critics  from 
all  parts  of  the  country.  Potential  nominators  and  jurors 
are  recommended  through  a  network  of  visual  arts 
professionals.  Each  year  one  hundred  nominators  — 
ten  from  each  of  the  ten  geographic  regions  —  are 
identified,  as  well  as  a  group  of  national  jurors  who 
make  the  final  selection  of  ten  artists  from  the  names 
submitted. 

AVA  Exhibition  Program 

Along  with  financial  support  for  artists,  AVA  believes 
in  the  importance  of  recognition  through  public  exhibi- 
tion of  work.  Wide  exposure  to  a  national  audience  is 
an  essential  element  of  the  AVA  concept.  Since  ten  artists 
are  selected  annually  by  a  national  jury,  one  exhibition 
will  be  circulating  while  a  new  selection  is  under  way. 
This  exhibition  program  requires  that  participating 
museums  commit  in  advance  to  a  totally  unknown 
show,  one  in  which  the  very  artists  have  yet  to  be  deter- 
mined. The  commitment  reflects  the  participating 
museums'  dedication  to  new  work  —  emerging  con- 
cepts and  talents  —  and,  like  any  commitment  to  an 
unknown,  it  is  an  act  of  faith. 
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AVA  AREAS 

This  map  of  the  United  States  illustrates  in  bold,  the 
boundaries  of  the  ten  Awards  in  the  Visual  Arts  areas. 
Divisions  are  based  on  artist  population  density  with 
statistical  data  provided  by  the  United  States  Bureau 
of  the  Census. 

AREA  1 

Connecticut,  Maine,  Massachusetts,  New  Hampshire, 
Rhode  Island,  Upstate  New  York,  and  Vermont. 

AREA  2 

Manhattan  Borough  of  New  York. 
AREA  3 

New  York  boroughs  other  than  Manhattan,  including 
Westchester  County  and  Long  Island,  New  Jersey, 
and  Pennsylvania. 

AREA  4 

Delaware,  District  of  Columbia,  Maryland,  Virginia, 
West  Virginia,  Tennessee,  and  North  Carolina. 

AREA  5 

Alabama,  Arkansas,  Florida,  Georgia,  Louisiana, 
Mississippi,  Puerto  Rico,  South  Carolina,  and 
Virgin  Islands. 


AIRE  A  6 

Indiana,  Kentucky,  Michigan,  and  Ohio. 
A  AAA  7 

Illinois,  Iowa,  Wisconsin,  Minnesota,  and  Missouri. 
AREA  8 

Alaska,  Idaho,  Montana,  Nebraska,  North  Dakota, 
Northern  California,  Oregon,  South  Dakota, 
Washington,  Wyoming,  Nevada,  and  Colorado. 

AREA  9 

Arizona,  Kansas,  New  Mexico,  Oklahoma,  Texas, 
and  Utah. 

AAA  A  10 

Hawaii  and  Southern  California. 

AWARDS  IN  THE  VISUAL  ARTS  : 

AVA  Program  Director:  Ted  Potter 
Director 

Southeastern  Center  for 
Contemporary  Art 

AVA  Assistant  Director:  Virginia  S.  Rutter 

AVA  Secretary:  Cher  Plouffe  Jeffreys 

Exhibition  Coordinator:  Jeff  Fleming 
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AWARDS 
IN  THE 
VISUAL 
ARTS 
RECIPIENTS 


Michael  Singer 
Richard  Bosman 
*  Edward  Flood 
Maurie  Kerrigan 
Douglas  Bourgeois 
Michael  Luchs 
Stephen  Schultz 
Marsha  Burns 
Richard  Schaffer 
Terry  Allen 


Area  1 
Area  2 
Area  3 
Area  4 
Area  5 
Area  6 
Area  7 
Area  8 
Area  9 
Area  10 


AVA3 

Robert  Gumming 
Donald  Lipski 
Rolando  Briseno 
Genna  Watson 
Leonard  Koscianski 
Edward  Mayer 
Margaret  Wharton 
Tom  Marioni 
Louis  Carlos  Bernal 
Robert  Therrien 


Area  1 
Area  2 
Area  3 
Area  4 
Area  5 
Area  6 
Area  7 
Area  8 
Area  9 
Area  10 


AVA2 

John  McNamara 
Philip  Allen 
Herman  Cherry 
Emmet  Gowin 
Blue  Sky 
Gloria  Thomas 
Ada  Medina 
Doug  Hall 
Jesus  Moroles 
Marvin  Harden 


Area  1 
Area  2 
Area  3 
Area  4 
Area  5 
Area  6 
Area  7 
Area  8 
Area  9 
Area  10 


AVA4 

Jon  Imber 
*Ana  Mendieta 
Sidney  Goodman 
Peter  Charles 
Don  Cooper 
Bert  Brouwer 
JoAnne  Carson 
John  Buck 
Luis  Jimenez 
James  Croak 


Area  1 
Area  2 
Area  3 
Area  4 
Area  5 
Area  6 
Area  7 
Area  8 
Area  9 
Area  10 
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AVA5 

Doreen  Kraft  Area  1 

Heide  Fasnacht  Area  2 

Michael  Kessler  Area  3 

Alan  Stone  Area  4 

Clyde  Connell  Area  5 

Gordon  Newton  Area  6 

Jin  Soo  Kim  Area  7 

Robert  Helm  Area  8 

Mark  Klett  Area  9 

Allen  Ruppersberg  Area  10 

AVA6 

Bill  Seaman  Area  1 

Ross  Bleckner  Area  2 

Archie  Rand  Area  3 

William  Willis  Area  4 

James  Michaels  Area  5 

Peter  Huttinger  Area  6 

Hollis  Sigler  Area  7 

Christopher  Brown  Area  8 

Michael  Tracy  Area  9 

Jill  Giegerich  Area  10 

AVA7 

Cliffton  Peacock  Area  1 

Andres  Serrano  Area  2 

Roni  Horn  Area  3 

Jim  Sanborn  Area  4 

James  Herbert  Area  5 

Michael  Nakoneczny  Area  6 

Jim  Lutes  Area  7 

David  Ireland  Area  8 

Vernon  Fisher  Area  9 

Mike  Kelley  Area  10 

AVA8 

Ann  McCoy  Area  1 

Erik  Levine  Area  2 

David  Hammons  Area  3 

Patrick  Dougherty  Area  4 

Ron  Fondaw  Area  5 

Ed  Fraga  Area  6 

Charles  Wilson  Area  7 

Paul  Kos  Area  8 

James  Drake  Area  9 

Jo  Ann  Callis  Area  10 


AVA9 


Mike  Glier 

Area  1 

Lisa  Hoke 

Area  2 

Lorna  Simpson 

Area  3 

Sally  Mann 

Area  4 

Martin  Emanuel 

Area  5 

Malcolm  Cochran 

Area  6 

Tony  Tasset 

Area  7 

Raymond  Saunders 

Area  8 

Randy  Twaddle 

Area  9 

Ann  Hamilton 

Area  10 

*(Deceased) 
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AWARDS 
IN  THE 

VISUAL 
ARTS  9 
JURY 


Hugh  Davies 
Director 

La  Jolla  Museum  of  Contemporary  Art 
Lajolla,  California 

Meide  Fasnacht 

Artist 
New  York,  New  York 

Kellie  Jones 

Curator 
Jamaica  Arts  Center 
Jamaica,  New  York 

Lisa  Lyons 

Director 
Lannan  Foundation 
Los  Angeles,  California 

Jock  Reynolds 

Artist 
Director 
Addison  Gallery  of  American  Art 
Phillips  Academy 
Andover,  Massachusetts 


AWARDS 
IN  THE 
VISUAL  ARTS 
EXECUTIVE 
COMMITTEE 


Noel  L.  Dunn 

President  and  Chief  Executive  Officer 
Rollins  Burdick  Hunter  of  the  Carolinas,  Inc. 
Winston-Salem,  North  Carolina 


Karl  Gerlinger 
President 
BMW  of  North  America,  Inc. 
Woodcliff  Lake,  New  Jersey 


Dr.  Alberta  Arthurs 
Director,  Arts  and  Humanities 
The  Rockefeller  Foundation 
New  York,  New  York 


Ted  Potter 

Director,  Southeastern  Center  for  Contemporary  Art,  and 
Awards  in  the  Visual  Arts 
Winston-Salem,  North  Carolina 


AWARDS 
IN  THE 
VISUAL  ARTS 
NATIONAL 
PROFESSIONAL 
COUNCIL 


Suzanne  Delehan'ty 

Director,  Contemporary  Arts  Museum 
Houston,  Texas 

James  Demetrion 
Director,  Hirshhorn  Museum 
and  Sculpture  Garden 
Smithsonian  Institution 
Washington,  DC 

Mel  Edwards 
Artist 
New  York 

Peter  Frank 

Critic  and  Professor 
Los  Angeles,  California 

Marge  Goldwater 

Curator,  The  Walker  Art  Center 
Minneapolis,  Minnesota 


Richard  Hunt 

Artist 
Chicago,  Illinois 


Luis  Jimenez,  Jr. 

Artist 
Hondo,  New  Mexico 

Janet  Kardon 

Director,  American  Craft  Museum 
New  York,  New  York 

Richard  Koshalek 

Director,  The  Museum  of  Contemporary  Art 
Los  Angeles,  California 

Dr.  Donald  Kuspit 

Critic  and  Professor 
New  York,  New  York 

Dr.  Thomas  Leavitt 

Director,  Herbert  F.  Johnson  Museum  of  Art 
Cornell  University 
Ithaca,  New  York 

Jim  Melchert 

Professor,  University  of  California  at  Berkeley 
Berkeley,  California 

Al  Nodal 

General  Manager 
Department  of  Cultural  Affairs 
City  of  Los  Angeles 
Los  Angeles,  California 

Beverly  Pepper 

Artist 
Italy 

Ted  Potter 

Director,  Southeastern  Center  for 

Contemporary  Art 
Winston-Salem,  North  Carolina 

Dr.  Harry  Rand 

Curator,  Painting  and  Sculpture 
National  Museum  of  American  Art 
Smithsonian  Institution 
Washington,  DC 


Barry  Schwabsky 

Editor  and  Critic 
New  York,  New  York 

George  Segal 

Artist 

New  Brunswick,  New  Jersey 
Roy  Slade 

Director,  Cranbrook  Academy  of  Art  Museum 
Bloomfield  Hills,  Michigan 

Wayne  Thiebaud 
Artist  and  Professor 
Department  of  Art 
University  of  California  at  Davis 
Davis,  California 

Bianne  Vamderlip 
Curator,  20th  Century  Art 
Denver  Art  Museum 
Denver,  Colorado 

John  Yau 

Critic 
New  York,  New  York 


The  Awards  in  the  Visual  Arts  program  and  its  sponsors  gratefully  acknowledge  the 
cooperation  and  assistance  of  the  staff  at  the  New  Orleans  Museum  of  Art  in  Louisiana 
and  the  Arthur  M.  Sackler  Museum  of  Harvard  University  in  Cambridge,  Massachusetts 
for  making  this  exhibition  possible.  AVA  recognizes  the  generousity  of  individuals  and 
corporations,  who  loaned  works  from  their  collections  to  the  exhibition  —  Marc  and  Livia 
Straus,  Chappaqua,  New  York;  the  Jedermann  Collection;  Howard  and  Judie  Ganek, 
Suzanne  and  Howard  Feldman  of  New  York;  Randolfo  Rocha  of  Boston,  Massachusetts; 
First  Bank  System,  Inc.,  of  Minneapolis,  Minnesota  and  Robert  J.  Shiffler  of  Greenville, 
Ohio.  Special  recognition  is  due  the  commerical  galleries  —  Barbara  Gladstone  Gallery, 
Josh  Baer  Gallery,  Damon  Brandt  Gallery  and  Feature  of  New  York;  Stephen  Wirtz  Gallery 
of  San  Francisco,  California;  Rhona  Hoffman  Gallery  of  Chicago,  Illinois;  Barry  Whistler 
Gallery  of  Dallas,  Texas  and  the  Moody  Gallery  of  Houston,  Texas  —  which  assisted  in 
locating  and  loaning  works  for  this  exhibition. 
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